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ABSTRACT 
 
 
The overall objective of the present study aims at exploring the history 
of liturgical textiles and their distribution and use through the years, eventually 
focusing on the core of the current work, being the recording, analysis and 
investigation of the extant Byzantine epitaphioi originating from the Western 
Coast of the Black Sea. The history of Byzantium and its neighbors, such as 
Bulgaria, Romania, Moldavia and the Balkans, bind these regions together in 
various ways. Their interactions through wars, treaties, diplomatic affairs, 
religious issues and cultural exchanges, promoted the distribution of luxurious 
textiles which may be found today in monasteries and museums as a reflection 
of their history.  Despite the fact that Byzantine textiles have not been 
thoroughly studied in the past years, Epitaphioi appear to have attracted 
significant interest from scholars and researchers.  
The work presented here explores the style, function, iconography, 
manufacturing technology, production, distribution and preventive 
conservation of Byzantine epitaphioi of the Western coast of the Black Sea, 
attempting to better understand them and provide answers to the following 
research questions: what is the geographic distribution of these epitaphioi; 
what typologies may be developed according to the epitaphioi’ style, 
iconography, and function? How preventive conservation can assist in 
preserving and studying epitaphioi and what are the most appropriate 
scientific tools and procedures to achieve these?  
To achieve the objectives of this study and to provide answers to its 
research questions, a critical review of existing secondary sources was 
performed. Hence, an extensive investigation of available bibliographical data 
was carried out cross-referencing information from a variety of sources and 
providing suggestions for future research. 
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INTRODUCTION 
Textiles and clothing were initially a simply human need, but then 
became a want and eventually a demand manifesting social status, power, 
institutions, a way of communication and culture. Embroidery has been 
established as a major textile decorative technique and from its early stage 
manifested its significance. Textiles gradually became a profound declaration 
of identity and served various practical – and in the case of the current study – 
liturgical aspects of the daily life. 
Conquests and migration of people, promoted the spread of materials, 
techniques, and stylistic forms, from one culture to another and from time to 
time.  Palaces, churches, temples, priests and princes used embroidery for 
decorative purposes, as diplomatic means as well as an expression of styles 
worldwide1. The Byzantine textiles that survived up to our days are 
characterized by a profound technique, complexity, and luxury. In particular, 
the Orthodox Church uses textiles and vestments with depictions of theological 
subjects.  
This study focuses on examining extant Byzantine epitaphioi of the 
Western coast of the Black Sea. The first chapter provides an overview of the 
historical background and the distribution of textiles along with textile objects 
related to embroidery and sacerdotal depictions survived to our days. In the 
second chapter is presented information about the gold-embroidery 
workshops, the embroiderers themselves and description of the manufacturing 
techniques adopted during the Byzantine period. The chapter concludes with 
an in-depth analysis of the iconographic evolution on the depictions of 
epitaphioi examined2. 
The third chapter constitutes the main body of this study. It provides 
the historical background of the Balkan areas and the Western Black Sea 
                                                             
1 Ward G., 2008, p.183 
2 Note 1:  explanations of the single words in italics can be found in the Appendix II on page 164 
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countries in relation with Byzantine Empire, from the standpoint of influencing 
each other in terms of culture, religion, and art. Next, is presented an extensive 
catalogue of the extant Byzantine epitaphioi. The catalogue contains epitaphioi 
currently kept in monasteries and museums around the Balkans and the 
countries of the Westerns coast of the Black Sea, along with a brief analysis of 
their iconography and style; it contains epitaphioi produced during the period 
from the early fourteenth century up to 1506 when the last analyzed epitaphios 
of Dobrovat is attributed. Russian epitaphioi (originating North coast of the 
Black Sea), are not included here, as they should potentially constitute the 
subject of a different study3.  
The fourth chapter is dedicated to preventive conservation that forms 
an essential tool assisting the study and preservation of any fragile and 
important monument. The chapter also provides suggestions and conclusions 
of the work presented in the present study, highlighting the significance of our 
responsibility for appropriate management of our cultural heritage. Last, it 
explores opportunities that scientific conservation can exploit in order to better 
understand and safeguard cultural monuments.  
Appendix I, presents additional images related to the core body of this 
study, a useful table of Byzantine Emperors, as well as an important table 
presenting interesting events related to textiles and embroideries in 
combination with lows and daily life in Byzantium. Last, Appendix II, provide 
useful explanations of terminology.  
 
 
 
                                                             
3 Note 2. Moreover, the term gold-embroidered conventionally used very often in the present study 
attributes to textiles that were embroidered with metal threads, gold, silver, plated or other but, in 
general, give the sense of a metallic decorative surface. 
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1. EMBROIDERY THROUGH TIME. 
 
 Brief Historical background 
 
In the framework of this study, the definition of embroidery is utmost 
important. According to  Babiniotis and others4 “embroidery is  the art of working 
raised and ornamental designs in threads of silk, cotton, gold, silver, or other material, 
upon any woven fabric, leather, paper, etc., with a needle.”. It is generally accepted 
that embroidery is not just a technique for making decorative textiles, but it 
requires great effort and talent to create an embroidered piece of work, 
especially when it comes to liturgical needs. As a work of art work, embroidery 
goes a long way back in time and history. One of the earliest references in 
written sources about such a textile dates from the 12-13th c. BC and comes from 
the Bible, where we find a description of the 
creation of Aaron’s ephod, as it is shown in the 
text on the left5. 
At this point, a significant distinction 
between woven and embroidered textiles 
should be clearly described. A woven textile is 
usually one that has been produced on a loom or 
by hand. It consists of threads (warps and wefts) 
intertwined in combination6. Although the 
initial stages of this technique perish in 
antiquity, the materials used for making threads 
differed as the years passed, initially from 
natural-organic vegetal threads (such as herbal, 
linen, cotton), animal-protein (wool, silk), to 
                                                             
4 Babiniotis G., 2002, p.879 (κέντημα)- http://dictionary.reference.com/browse/embroidery  
5 Marta J., 1990, p.40.  
6 Babiniotis G., 2002, p.1860 (υφαντό). 
● ● ● 
“And he made the ephod 
Of gold, 
Blue and purple, 
And scarlet, 
And fine twined linen. 
And they did beat the gold 
Into thin plates, and cut it 
Into wires, 
To work it in the blue, 
And in the purple, 
And in the scarlet, and in the 
Fine linen, 
With cunning work." 
 
Old Testament, Exodus, 39: 2-3 
● ● ● 
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metal ones (gold, silver, copper)7.  “Embroidery” on the other hand, is a method 
for  decorating a ground material (usually a woven textile), with stitched 
threads, metal threads, beads, precious stones, other pieces of fabric etc.8 
Considering the previous two techniques it appears that one is basically the 
evolution of the other; this kind of separation will be proved helpful in 
understanding better the facts.  
Hangings and other types of textiles were customarily used in order to 
decorate churches of the early Christian period in line with antiquity’s’ 
tradition9; those objects may have been embroidered textiles. In fact, there is 
lack of data as we go back in time that makes it too difficult to determine the 
beginning of the usage of embroidered textiles. Because of the fragile nature of 
textiles’ materials, most of them vanished as the years went by. 10 
 One of the earliest examples of 
embroidered textile (better said 
needle-work) comes from Russia and 
it is dated in 4th-5th c. BC. It was found 
at Pazyryk and it is indeed 
characterized by an outstanding 
technique (fig. 1)11. At the same 
location another Chinese silk 
embroidered fragment was found with birds and foliage in chain stitch. In the 
tombs of Noin-Ula in northern Mongolia, dated in the 1st c. BC to the 1st c. AD, 
was found a similar object, woolen embroidery in couched work with horsemen, 
griffins and dragons probably from Bactria or southern Russia, along with 
                                                             
7 Johnstone P., 1967, p.7 - http://www.thefreedictionary.com/woven, http://www.noesis.edu.gr/ 
8 Kazhdan, 2005, p.183.  
9 Delvoye C., 1988, P.213. 
10 Johnstone P.,  2008, p.183 
11 Ward W., 2008, p.183 
 
Figure 1.  Fragment of a Felt Covering for a Saddle, 
with a Griffin. Russia, Pazyryk Culture. 5th century BC 
1st Chapter: Embroidery through time. 
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Chinese chain stitch embroideries. These findings help to confirm the existence 
of embroidery trade in this vast region over time.12 
  The earliest samples of textiles with 
sacerdotal depictions come from the 
Coptic culture and it is dated to the 6th and 
7th century AD. (figures 2 & 3). They 
thought to have been parts of a tunic, or 
other types of ecclesiastical vestments.13   
Copts were native Christian 
Egyptians (ethno-religious group) who 
produced a vast amount of art works 
during the period between the 3rd and 7th 
c. AD. They worked on stone, pigments, 
metals and weaving, leaving behind them 
mainly tapestry-weaving textiles of great 
technique made of wool and linen.  
Initially, Copts were influenced by Greco-
Romans14, but as the years passed such 
influences are hard to find in the Coptic 
textiles when gradually after the 5th c. their 
style crystallized and predominated.15 
Examples of Coptic embroidered textiles are very rare, so these kinds of objects 
constitute universal heritage. If we take into consideration the fact that they 
depict Christian subjects, their importance gets bigger as they offer proof the 
early Christian presence in Egypt. 16 Christian scenes can be found also in silks 
from the same period (around 7th c.) coming from Alexandria of similar shape 
                                                             
12 Ward G., 2008, p.184 
13 Shepherd D. G., 1950, pp. 46-48. 
14 Delvoye C., 1988, p.215. 
15  Eastman A., 1932, pp. 27-28 
16. Delvoye C., 1988, p. 215 - Shepherd D. G., 1950, pp. 46-48. 
 
Figure 2. Coptic roundel 6th-7th c. AD, 
depicting the Story of Joseph. 
 
Figure 3. Coptic roundel with almost the same 
illustration of the Biblical story of Joseph, 7th c. 
AD. 
1st Chapter: Embroidery through time. 
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as the Coptic, which seem to have been used as hangings in churches. Still there 
is no consensus for many of those textiles regarding their origins; they may be 
either of Constantipolitan or Egyptian production. Concerning their date 
scholars have expressed doubts, hence the intent to to give a bigger time-
range17 (A.I-6.1, 6.2). 
At about the same period of time, the Byzantines came in contact with 
silk. The Byzantine silk production and industry were about to give 
exceptionally figured objects and reached its zenith between the 10th and 12th c. 
During that period, the imperial Byzantine workshops got involved with very 
high quality and expensive silk garments, either for domestic or sacerdotal use. 
Together with silk production, embroidery came to be established. Corippus18 
provided description of Justinian’s clothes bearing his victories and 
achievements embroidered on them, “looking like moving artworks”. So, most 
likely, at first, embroidery was introduced through the “emperor’s house” and 
when the official church formed its liturgical vesture, it passed into the 
sacerdotal circles19.   
 
Byzantium 
 
As mentioned above, the use of decorated textiles was customary among 
the laity and the needs of the official church in Byzantium, from a very early 
stage. In contrast with the lack of visual/tangible examples, various written 
sources have achieved to fill this gap in a way. There are many byzantine 
records, as pointed out by recent scholars coming basically from Asia Minor, 
mentioning the decorated cloths of rich men with sacerdotal depictions. With 
the characterization of “walking frescoes”, Bishop Asterios of Amasia describes, 
                                                             
17 Delvoye, 1988, p. 217. 
18 “Flavius Cresconius Corippus, Latin poet; died after 567. Corippus was a native of the province of 
Africa, where he was a small-town teacher and/or wandering poet. About 566 he turned up in 
Constantinople.”(Kazhdan,1991) 
19 Johnstone, 1967, p. 7-8 
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or more precisely, complains about the sacerdotal depictions on the peoples’ 
cloths20.  Figures of Christ along with St. Peter and St. Paul on the ciborium 
curtains of Agia Sophia are described by Paul Silentiary in 6th c as gold-
embroidered21. Still, there is doubt whether this was a woven silk textile or 
embroidered. In line with Bishop Asterios, Bishop Theodore of Cyrrhus 
mentions the scenes of Christ’s miracles on rich men cloths, from a moral 
perspective, with no further description of the technique or the materials 
used22.   
    The period of Iconoclasm (8th-9th c.) affected textiles bearing images 
and it seems to have production ceased even for those destined for domestic 
use. Regardless of the fact that the production of high-quality silk fabrics, which 
needed major investments of capital and expertise, were targeted by the ban of 
images, the production continued on a domestic scale in territories around the 
Empire, such as Egypt. We also find items that had been already exported to 
the West23 (A.I 6.1 & 6.2).  
This gap in the production of Christian images in general, during the 
Iconoclastic period, probably deprived us of a lot of sacerdotal objects.  At that 
time, any revival should be considered to be a reinvention from the beginning. 
Even if the decree of the Second Council of Nicaea (in 787) proclaimed the 
orthodoxy of icon veneration “on sacred vessels and vestments”, there is no 
tangible evidence or traces of that, during the post-iconoclastic period from 9th 
to 11th c.24 It should be mentioned that this decree was reversed with the 
beginning of the 9th c., but as mentioned above, there were objects of that period 
that had managed to be exported before that. The gold-decorated stole of Pope 
Leo III seems to be such a case, which was sent to him as a gift from Patriarch 
Nicephorus. Unfortunately, this is one more textile object that it is not clear 
                                                             
20 Delvoye C., 1988, .213. 
21 Theochari M., 1995, p.19-20- Delvoye C., 1988, .213. 
22 Johnstone P., 1967, p.8 
23 Woodfin W., 2012, p.34 
24Woodfin W., 2012,  p.35 
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whether it was woven or embroidered, plain or bearing images. In this group 
of unidentified items, the precious textiles that Emperor Constantine VII 
Porphyrogenitus (mid 10th c.) donated in every church visit he paid, could not 
be excluded. An example of those garments is given in  Appendix I (6.3)25. 
According to existing literature it appears that by then the emperor’s gifts were 
mostly vestments and hangings made of woven silk, rather than any kind of 
truly liturgical vestments. 
 All these narrations come from authors that were not experts on the 
technique of making decorative stuffs, so it is almost impossible to draw any 
valid conclusions depending on their use of vocabulary26.   
The Polystaurion phelonion on late 11th- early 12th c., in manuscript 
images, triggered major changes in the appearance of the higher orders of 
clergy and the liturgical vestments as a result. Under these changes, the first 
evidence of embroidered detail on Byzantine liturgical garments may be 
observed, with the earliest surviving ones dated in 12th through 13th c. This 
differentiation evolved to the establishment of distinguishing the wearer’s 
sacramental ordination by his appearance. We should not forget that up to the 
fifth century the priestly vestments did not bear any depictions. It seems that 
vestments of the laity and clergy were the same and no distinction could be 
made between them. As Kourkoulas points out, it is possible that priests wore 
vestments a bit more luxurious only during the Divine Liturgy where27. 
Although there are costumes with woven biblical themes dated from the Early 
Byzantine period, it is certain depending on the sources, that they were mostly 
dresses of the laity and not liturgical28. 
Evidence suggest that the production of materials used in embroidery 
started in the second half of the 12th c. and developed rapidly after 1204 and 
especial during the Palaiologan revival. As a result embroidery on sacerdotal 
                                                             
25 Theochari M ., 1995, p.31 
26 Johnstone P., 1967, p.9 
27 Kourkoulas K., 1960, p. 24. 
28 Woodfin W., 2012, p.20-21 
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vestments was fully developed in the 12th c.  There are many records that refer 
to embroidered details on textiles. Michael Psellos29 in 1075 refers to an 
embroidered image on a veil for an icon depicting Virgin Mary, a hanging in 
front of the icon (podea), which bore decoration similar to the representation of 
the Virgin. We find a similar reference in the Monastery of Xylourgou 
inventory of 1143 in Mt. Athos, about an encheirion embroidered with icons. The 
use of embroidered veils and textiles in public events is well-known in the 
Empire and there are many relevant references from various sources30. Niketas 
Choniates31 gives a description of the decoration around the city’s streets in the 
occasion John II Komnennos’ triumphal entry in Constantinople in 112232:  
 
Every public procession in Byzantium required the decoration streets 
and public buildings with expensive textiles embroidered with silver and 
textiles. The gold, the silks, the gemstones and the enamels added glamor and 
magnificence in every feast or during the visit of important persons in 
Constantinople.33  
                                                             
29 “Intellectual and writer; born in Constantinople in 1018, died after 1081. Psellos (Ψελλός) received an 
outstanding education (one of his professors being John Mauropous) and made a career in civil 
administration and participated in political life”. (KAZHDAN, 2005) 
30 Woodfin W., 2012, p.36 
31 Government official, historian, and theologian; younger brother of Michael Choniates; born in 
Chonai, Phrygia, between 1155 and 1157, died in Nicaea, spring/summer 1217 After studies probably 
in Constantinople, Choniates (Ξωνιάτης) began his career before 1182 as a provincial functionary in 
the Black Sea region; (KAZHDAN, 2005) 
32  Magoulias H., 1984, p.52- Woodfin W., 2012, p.36 
33 Theochari M., 1994, p. 44 
● ● ● 
“When the day designated for the procession had arrived, all manner of gold-
embroidered purple cloths decorated the streets. Nor were there missing 
framed images of Christ and the saints, fashioned by the weaver’s hand, and 
which one would have said were not woven figures but living beings” 
● ● ● 
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 All this elegance and glamor came to a pause during political events that 
affected every aspect of the Byzantines’ life. The Latin Crusades which started 
in 1203 marked a new era in the Constantinople’s life and in the Byzantine 
Empire in general. Geoffroi de Villehardouin34, referring to Constantinople 
with awe in his writings, says that there was “no man so brave and daring that his 
flesh did not shudder at the sight”35. It was after 1261 When Michael VIII 
Palaiologos entered triumphant via the Golden Gate of the “Queen of Cities”, 
that the Byzantines reclaimed Constantinople and its lost greatness36.  During 
this turbulent period, many of the most important and precious treasures of the 
city were exported, and the two centuries that followed are characterized more 
often as a period of decline due to political fragility and economic scarcity. It is 
not by chance that there are records coming from historians, or other sources 
such as Nikephoros Gregoras37 who refers to Constantinople with nostalgic 
sentiment lamenting for the glorious past of the city. But as these notions of 
decline were a tendency in the forefront, in reality in the background arts, 
classical education and intellectual life flourished especially during the 
Palaiologan period, which is often described by scholars with the debatable 
term: “Palaiologan Renaissance”. According to some scholars, it seems that the 
production of art and its use for diplomatic reasons as gifts, held together the 
Byzantine Empire and the “image” of it around the world during its last 
centuries and until its final occupation by the Ottomans in 145338. 
 It is of vital importance to point out some aspects of the artistic 
production of that period of economic crisis. Johnstone39 in her book reminds 
us that these difficulties were a consequence of the over-generous trade 
arraignments made between Constantinople and Venice or Genoa in the times 
of Alexius I Comnenos (early 12th c.). Gradually many forms of art changed 
                                                             
34 French soldier, politician, and chronicler, (c.1150–c.1216). (KAZHDAN, 2005) 
35Hilsdale C., 2014, p.1 
36 Hilsdale C., 2014, p.27 
37 Polymath and historian; born in Herakleia Pontike ca.1290/1(KAZHDAN, 2005) 
38 Hilsdale C., 2014, p.2 
39 Johnstone P., 1967, p.10 
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their medium of construction in order to use cheaper materials or lower 
production costs. In this line, during the Palaiologan period mosaics were 
limited and their place was taken by mural painting. Artistically the murals of 
that period are exceptional but at those times they were thought to be of lesser 
value. Johnstone continues with her theory and points out an analogy for the 
embroidered textiles; it seems that the woven silks were of the highest priced 
workmanship and it demanded exceptional skills and that embroidery was the 
cheaper substitute of that at that period of time40.  
 
The distribution of ecclesiastical textiles. 
Silk Roads 
 
 
Figure 4. The silk roads from East to West 
  
Before examining the distribution of ecclesiastical textiles, it is of vital 
importance to firstly investigate the distribution of a related product: silk. The 
distribution of luxurious objects and ecclesiastical ones was broadly practiced 
in the times of the Byzantine Empire. Along with the distribution of 
embroidered textiles, we can observe a parallel movement with the silk 
industry, which was so powerful that was the motivating factor for the trade 
routes along with other goods between the region of Anatolia and the Black 
Sea.  
                                                             
40 Johnstone P., 1967, p.10 
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“Silk roads” is the term that most of scholars have used for decades, 
referring to the distribution and trade networks of one of the most valuable 
products man ever made. The birth place of silk creation was China. With 
examples coming nearly from 4ooo B.C. Chinese cultures were the first and the 
only ones for thousands of years who produced and distributed silk products. 
Between legend and reality, it seems that somewhere near 1700 B.C., a Chinese 
Empress managed to create a silk cloth, as first she had cultivated silkworms 
on her own. Almost two thousand years later China gave silk to the Persians 
who distributed the product all the way to the Western area, without 
knowledge of what exactly silk products were41. As it is already mentioned in 
the first part of this chapter, the Pazyryk tombs have revealed magnificent 
textile remains from the first millennium B.C. and establishes the strong trade 
connections with China, since they are made of Chinese silk42. 
The Empire was in search of ways to open a connection with direct silk 
trade coming from China through Russian steppes, but the attempt failed. 
Byzantium continued to be supplied with silk only via the Persians. 
Kommerkiarioi43 in the 4th c. were the only officials who had the right to 
purchase silk around the borders of the Empire.  At the same time, the need of 
an independent “route” in the silk production was satisfied at last when 
Byzantines learned to produce silk. That was a significant historical moment 
when the Byzantine silk production emerged for the first time.44 During the 
Justinian time (527-565 A.D.) Byzantium was introduced with the sericulture45 
and silkworms were fed with mulberry leafs. Mullbury plantation in 
Byzantium is an issue difficult to clarify up to 1200.  The first known location 
of a plantation was in Calabria (Reggio Brebion)46. Sericulture had gradually 
                                                             
41 The Corticelli Silk Mills, 1911, p. 7 
42Waugh D., 2010 , p. 9 
43 Kommerkiarioi (comes commerciorum) were officials, and served as the head of the commercia 
(emboria=market towns) over foreign trade. N.Oikonomides, Silk Trade and Production in Byzantium 
from the sixth to the ninth century : The seals of Kommerkiarioi, Dumbarton Oaks Papers, Vol. 40, 
Trustees for Harvard University, 1986, p.33  
44 Oikonomides N., 1986, p.34 
45 Parani M., 2008, p.410. 
46 Muthesius A., 2002, p.152. 
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spread in provinces such as Thebes and Corinth, where important centers of 
silk production emerged47.   On Appendix I is presented a timetable where 
historic events of the Byzantine Empire are combined with that of luxury 
textiles, in order to emphasize the importance of silk production, distribution 
and its connections with luxury textiles and embroidery.  
 
Diplomacy. 
The Byzantine people were very font of gold and gold-embroidery and 
it seems that this was due to appreciation which did not derive only from the 
need for elegance or for aesthetical and theological reasons. These textiles were 
so precious for the Byzantines, in a way that they considered being equally to 
gold, by the law. This law was so strict that controlled the production and the 
selling on one hand, and forbidding exportation on the other. The 
dissemination of objects especially of luxurious ecclesiastical textiles 
establishes the use of them as a diplomatic mean across neighboring nations or 
the Western societies as it is already mentioned in the previous unit48. There is 
a very early, anonymous text, dated back in 6th c. speaking of strategy and 
stresses out the importance of training ambassadors in the battle of diplomatic 
gift exchange. The text, which is a treatise on strategy, contains advises to the 
envoy who should have the talent and right judgment skills to understand 
whether he should or should not give a part,  or the whole, or none of the gifts 
bearing along with him, for the sake of a good deal49. 
Studying bibliography regarding this particular subject, anyone can find 
dozens of references to written sources about textile distribution in the 
Byzantine period.  
  Luxurious embroidered textiles were a mean of good relation that the 
Byzantine diplomacy used in order to keep good deals with barbarian cultures 
and foreign states. Maria Theochari in her books says that aggressive peoples 
                                                             
47 Parani M., 2008, p.410. 
48 Theochari M.,1994, p. 44 
49 Hilsdale C., 2014, p.17 
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of the Black Sea were conciliated in front of the view of gold-embroidered 
textiles. She continues quoting a part of Nestoros Chronicle which says that 
Ioannis Tsimiskis send gold and precious fabrics to Sviatoslav, in order to deter 
a possible Russian invasion to Byzantium. Also, emperor Vasilios II in 1000 
during his campaign in Iberia, gave to the rulers horses, gold and luxury 
textiles as gifts. Moreover, embroidered textiles were also used in order to 
convince the princes and princesses of the West or East to proceed with a 
marriage. Michael Doukas asked, on behalf of his sons, for the hand of one of 
the daughters of the chief of the Normans several times. The last one eventually 
agreed only in the sight of the precious gifts the emperor gave. Among the 
presents were included golden “vila”-veils (preciosissima pales d’oro)50. These 
along with many other written sources, give us a sense of the intense motility 
and importance of those precious objects.  
 However, there are also some tangible 
examples of imperial textile distribution, 
embroidered or plain, survived to our days to 
prove the power and the elegance of that craft.  
A very interesting and important 
example comes from the period of the 
Constantine the Iconoclast (741-775). Pepin the 
Short (king of the Franks 751-768) received 
many gifts from the byzantine emperor, who 
strangled against the pontiff diplomacy. One 
of those gifts is still preserved and kept in the museum of Lyon, as we can 
observe on the image 51 (fig.5). It is the product of the classic vertical loom, in a 
period when this loom was under modifications which permitted the weaver 
                                                             
50 Theochari M., 1994, p.45-6- Delvoye gives a different date for the delivery of the object.-Delvoye C., 
1988, p.277. 
51 Theochari, 1994, p.46-47 
 
Figure 5. Lion-hunt. 761 AD.  Pepin the 
Short donated the textile to Mozac. 
Musee Historique des Tissus, Lyon. 
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to repeat motifs automatically52.   At that period, the influences of the Eastern 
(Oriental) decoration models on textiles are obvious on the Byzantine ones53.  
 Moving further, we come across 
with an object which has been the subject 
of debate among scholars. Theochari in 
her book refers to the Gunther’s tapestry 
dated in the 11th c.  In 1065 Gunther, the 
Bishop of Bamberg at this time, after his 
visit in Holy Land, returned with a 
precious textile (fig.6). Some years later the 
same textile used to cover the bishop’s 
grave and it was discovered during the 
removal of the bishop’s remains in 1840 
and since then it is displayed inside the 
Bamberg Cathedral. According to Andre 
Grabar54 the textile depicts the triumph of 
the emperor Vasileios II against the 
Bulgars, which was celebrated both in 
Athens and Constantinople55. During my 
research, the object of figure 7 appeared 
and as it is obvious it is almost identical 
with that of figure 6. Through 
bibliography, it is problematic the fact 
that it is also supposed to be Gunther’s 
shroud cover. The scholars debate on whether depicts Vasileios II or Ioannis 
Tzimiskis or even Nicephorus Fokas56. Nevertheless, these objects had been 
                                                             
52 Kalamara P., 2005, p.55. 
53 Delvoye C., 1988, p. 469. 
54 Andre (Nicolaevich) Grabar : Was archaeologist and historian of medieval and Byzantine art at the 
Collège de France. 1894-1990-  https://dictionaryofarthistorians.org/grabara.htm  
55 Θεοχάρη,1994, p. 50. 
56 Papamastorakis T., 2003, p. 392  
 
Figure 6: Gunther’s shroud cover according to 
Theochari. 
 
Figure 7:The "Bamberger Gunthertuch", 
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produced with the tapestry weave and constitute the only survived Byzantine 
silk textile example of that technique57.  
Vincent from Prague, a chronicle-writer, refers to the gifts that Manuel 
Comnenos gave to the Bohemian king, Vladislav, for his crucial intermediation 
during the negotiations before the 
successful treaty of 1164 between 
Byzantium and Hungary. A silk 
textile fragment with embroidered 
crosses-in-circle, which was part of a 
piece that covered later the reliquary 
of St. Wenceslas, is now kept in the 
museum of Prague (fig.8). Along 
with that, the king of Bohemia gave 
part of those gifts to the city’s bishop 
Daniel, who gave them to the 
monastery of St. Wenceslas58. The 
cross-in-circle motif, will constitute 
one of the basic elements found in 
many Byzantine embroideries and 
especially in our case, upon 
epitaphioi (chapter three)59.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                          
It was suggested by Bohemian authors that during the 12th c. Bohemia 
twice received presents coming from Byzantium. These presents were 
ecclesiastical textiles for their churches. Two cloaks are being mentioned but 
there are no tangible traces of them. Nevertheless, there are other similar 
examples as the cloak of Henry the II (fig.9) which is now kept in the cathedral 
                                                             
57 Kalamara P., 2005, p.53 
58 Theochari M., 1963, p.109-110. 
59 Theochari M., 1963, p.107.- Theochari M., 1994, p.47 
 
Figure 8: Fragment from the cover cloth of the St 
Wenceslas shrine 12th c., St. Vitus cathedral, Prague. 
 
Figure 9: The Byzantine clock of Henry the II (973-
1024 A.D.), Diocesan Museum, Bamberg. 
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of Bamberg and the cloak of St. Alvouinos in the church of Brixen, gifts of 
Manuel Comnenos60. 
 Also from the 12th c. comes an exceptional paradigm of early 
embroidery, a pair of communion veils, which is now kept in the Halberstadt 
Cathedral61.  
 
They bear depictions of the Communion of the Apostles, embroidered 
on the fabric with gold-embroidered inscriptions. They were probably 
produced in Constantinople and brought to Halberstadt by the Bishop Conrad 
of Krosigk during the 4th crusade. Bishop of Halberstadt seems to have 
transferred many other relics from Constantinople to Saxony. Except the 
iconography itself, the embroidered inscriptions make the distinction between 
them, with the one (fig.10) that bear the “φάγετε” (eat) inscription 
(diskokalymma=covers the diskos) and the other (fig.11) “πίετε” (drink-
poterokalymma=covers the chalice). The long inscriptions refer to the Sevastos 
Alexius Palaeologus, a fact that drove scholars to believe that these 
embroideries were made somewhere between 1188 and 1195.  62 
                                                             
60 Theochari M., 1994, p.48. 
61 Johnstone P., 1967, p.8 
62Hilsdale C., 2014, p.61-63 –  Woodfin W., 2002, p.63 
  
Figure 10. Diskokalymma. Halberstadt 
Cathedral (88). 1185–95 
Figure 11. Poterokalymma. Cathedral 
Halberstadt  (87).1185–95 
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  In 1210, Michael A’ of 
Epirus signs with doge 
Pietro Ziani a Promissio 
according to which, among 
other obligations, Michael 
is committed to offering 
Venice every year two veils; one for the doge and an altar cloth for the Altar of 
St. Marc. One of those offerings is the endyti of St. Marc (fig. 12)63. The 
embroidered figures of the two Archangels Michael and Gabriel, as well as the 
epigraphy in Greek, have been transferred in a new yellowish textile, due to 
damage of the old one. The year 1210 is a terminus ante qeum for the 
production of the embroidery. The name despote Constantine that is referred 
on the dedicatory epigraphy attributes either in Michaels’ younger brother or 
his son. 1230 is considered to have been a terminus post quem as Theochari 
argues based on the information she gives for the true patron of the veil64.  
During the negotiations of the Treaty of Nymphaion which evolved into 
an alliance between the Genoese and Constantinople (1261), the Genoese asked 
for a gift that would represent the love and the protection for their city. As 
Manuel Holobolos says in his encomium for Michael VIII Palaiologos, this was 
an expression of the power that the emperor’s image held as a gift. As a 
protector the emperor is described here as an “adamantine wall “and the city’s 
fortification, in the same way that the Virgin’s Icon is attributed. We can see 
here the clear message that is given about the strong and even divine 
subsistence of the Byzantine emperor. The gifts that were given to the Genoese 
were two silken imperial veils with the one of those surviving until our days 
(fig.14). It is now part of the Genoa’s Museo di Sant’ Agostino but until the 17th 
century it was kept in the Treasury of San Lorenzo, the Genoa’s cathedral. This 
Cathedral is represented in the center of the object. This very large embroidered 
                                                             
63 Theochari M., 1994, p. 56. 
64 Theochari M., 1959, p. 196-200. 
 
Fig.12. The endyti of St.Marc in Venice. 
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textile (1.28 X 3.74 m.) depicts in two horizontal zones the life of St. Lawrence 
along with other associated martyrs65. 
  But a far more interesting 
representation upon the textile is that 
of the Emperor Michael VIII 
Palaiologos, depicted along with the 
Archangel Michael and St. Lawrence 
between them. From the iconography 
and the inscriptions derives exactly 
the purpose of the creation of the 
textile, as it combines Byzantine and 
Latin elements. It is a Byzantine 
embroidered textile but the central 
theme is the life of the Latin Saint Lawrence and the inscriptions are in Latin 
and not in Greek, something that corresponds to the final destination of the 
object66. 
 In 1314 the Patriarch of Aquileia Ottobone Roberto donated to the 
Collegiale church of Pacienza two veils, the veils of Castell’Arquato.  The one  
                                                             
65 Theochari M., 1994, p.54. 
66 Hilsdale C., 2014, p.31-33. 
 
Fig.13 Embroidered silk veil with the representation of St. Lawrence’s life dated in 1261. Now kept in the 
collection of, Museo di Sant’Agostino in Genoa. 
 
 
Fig.14. Detail of the veil with the depiction of 
Michael VIII Palaiologos along with St. Lawrence. 
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 presented here (fig.15) depicts the communion 
of the Apostles67. It is about an embroidered 
silken Byzantine piece, which had been created 
somewhere between the end of the thirteen and 
the beginning of the fourteen c. probably in 
Byzantium. The Patriarch Ottobone Roberto 
gave the veils to the church of Santa Maria as 
thanksgiving for the protection Castell’Arquato 
provided him against the threats of Galeazzo 
Visconti in 1314. The church since then adopted them in order to decorate the 
altar where the Patriarchs’ tomb lay until today68.    
The list of the byzantine textile objects found in other places beyond 
Constantinople goes on and on, and during the post-Byzantine period. 
Through the analysis of the epitaphioi in the third chapter, it will be understood 
how big and important this network of producing and distributing textile 
objects, and in our case gold-embroidered epitaphioi, was.  
Distributed Gifts?  
To conclude the first chapter it would be useful to determine the 
meaning of the imperial gifts mentioned above.  The term “gift” in dictionaries 
and especially in the Oxford English Dictionary is explained as “something, the 
possession of which is transferred to another without the expectation or receipt of an 
equivalent; a donation, present”69. So the gift is something that is given without 
self-interest, disinterested, to someone without a price or any kind of 
reciprocation. In general, it is given in exchange for nothing. On the contrary, 
as it is mentioned in the book of Cecily Hilsdale “Byzantine Art and Diplomacy 
in an Age of Decline”, Marcel Mauss70 who is an anthropologist, strongly 
                                                             
67 Theochari M., 1994, p. 52. 
68 Johnstone P., 1967, p.115. 
69 Hilsdale C., 2012, p.171 and online: 
http://www.oed.com.libproxy.ucl.ac.uk/view/Entry/78177?rskey=BGGkrb&result=86761#  
70 Marcel Mauss (1872 –1950) was a French sociologist. Today, he is perhaps better recognized for his 
influence on the latter discipline, particularly with respect to his analyses of topics such as magic, 
sacrifice and gift exchange in different cultures around the world. 
 
Fig.15: Veil depicting The Communion 
of the Apostles. Castel’Arquato 1314. 
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believes that giving is not a disinterested act and in some degree incorporates 
self-interest as the “giver” waits something for return.  Moreover, the act of 
giving seems to be a way for reciprocity. Emphatically Mauss states three 
obligations: to give, to receive and to return. So in reality, the act of giving a gift 
is rather cyclical and not terminal. That is an explanation that many scholars 
support71.  
There are many written sources that apply to that notion.  The Medieval 
Arabic Book of Gifts and Rarities have provided researchers with information 
about the ceremonial court exchange. There is a part of that text which gives a 
sense of that conception. It is an instruction that Caliph al Ma’mum72 gave as a 
response to the gift he received from a Byzantine emperor and shows the 
competitive nature as a diplomacy mean that gifts could take. “Send him a gift 
hundred times greater than his, so that he realizes the glory of Islam and the grace that 
Allah bestowed on us through it”. Similarly, although not so agonistically, Greek 
writings as the Book of Ceremonies, contain texts that express the same approach. 
For example, when an important person came to visit Constantinople, he 
brought with him gifts to the Byzantine emperor. At first, there was an 
evaluation of the gift in order the Emperor to give back something of the same 
value73. 
These texts along with many others coming from the sixth century on, 
explain that exchanging gifts in Byzantine period was strategically planned, in 
order to serve cross-cultural relations - marriages, diplomacy, victories and 
ceremonies. Textiles played a very important role in this field and due to this 
many pieces of work of art scattered around the world. Luxurious textiles were 
used as political weapons and apart of themselves distributed also the 
powerful image of the Byzantine Empire74.                              
                                                             
71 Hilsdale C, 2014, p.13-15 
72 Caliph al Ma’mum was an Abbasid caliph who reigned from 813 until his death in 833. He succeeded 
his brother al-Amin who was killed during the siege of Baghdad (813) 
73 Hilsdale C., 2014, p.16 
74 Muthesius A., 1992, p.104. 
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Workshops- Embroiderers.  
 
It is rather unfortunate, that embroidered items and liturgical textiles, in 
general, are characterized by the anonymity of their craftsman-creator. This 
further complicates the existing the vague obscure research field in relation to 
those items. With no information about the artist or the origin of the workshops 
where such items were created, research is left only with textual sources and 
very limited tangible examples.  
Going back and pondering 
the available preserved artifacts, 
Byzantium possesses without a 
doubt, the most significant position 
in the gold-embroidery production 
and use. The Byzantine court, when 
Constantine the Great transferred 
the capital of the empire from Rome 
to Constantinople, after coexisting 
with the Asian opulence, enthralled, 
so to speak, in luxury and gold-
embroidery established in 
Byzantium’s life. Testimonies of 
that early use come from depictions 
of embroidered textiles on mosaics75 
(fig.1-18).  
The “acu pictores” (needle artists), as in many texts the embroiderers are 
called, worked in the Chrysoklabon (Χρυσόκλαβον), a special building inside the 
palace’s precinct under the supervision of the Emperor and his court76. It is not 
                                                             
75 Johnstone, 1967, p. 8. 
76 Smaragdis A., 2003, p.269 - Theochari, 1986, p.6  
 
Figure 16 Empress Theodora and attendants. Mosaic 
from Ravenna. 
 
Figure17. The mosaic of Emperor Justinian and his 
retinue. Mosaic from Ravenna. 
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clear if the embroiderers were organized into guilds before the Fall of 
Constantinople as other professionals were, but it is unlikely not to have been 
because they appear to participate in every public and official procession along 
with other professionals.  After the Fall of Constantinople and during the 
Ottoman occupation, the gold-embroiderers were indeed organized in the 
same guild (isnafi) of tankentzides, with the traders who sold the gold-
embroidered textiles77. During the Ottoman occupation, at first, a decline of 
embroidery is observed. But soon, Greeks and Armenians worked together 
with ottoman technicians and produced embroidery for the upper classes of 
the Ottomans. On the other hand, the Orthodox Church, on the other hand, 
proved to have been privileged at the same period by the Ottomans, as it 
maintained all the benefits that already possessed before, and became the 
biggest sponsor for every aspect of the minor arts and especially embroidery. 
During that period of time, the Orthodox Church’s jurisdiction extended to all 
Orthodox people from the Balkan region to the Near East, and it was the 
monastic workshops especially the nuns and monks that kept gold-embroidery 
flourishing78.  
Somewhere near the sixteen century, under the Venetian influence, 
Orthodox artists started to put their names and other details embroidered or 
woven upon the items they created. But there is no relevant evidence regarding 
the Byzantine workshops before that. Johnstone in her book makes a reasonable 
comparison with the fragmentary traces of the profession in England in the 
same period, in order to give an analogy towards Byzantium’s profession of 
embroiderers79. She claims that there were no names on the items but, there 
ewere some technicians that were known because their names came up on 
accounts of payment. It is also known that in England of that period were 
functioning both independent (lay) and monastic workshops, where men and 
                                                             
77 Theochari M., 1986, p.6 
78 Theochari M., 1986, p.5 
79 Theochari M., 1986, p.5 
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women worked80. The comparison seems logical but unfortunately we have 
limited and scattered information in order to support it. 
 The lack of actual evidence is partially compensated by a very important 
record from the Chronicle of Theofanis Confessor. Through his narration he 
determined the existence of an imperial Byzantine workshop in 
Constantinople. The record is related to the 25th of the December in 793 where: 
“… as a result of a nocturnal thunderstorm, part of the imperial workshop of 
embroiderers in gold thread situated at the Chrysion (μέρος του βασιλικού εργοδοσίου 
των χρυσοκλαβαρίων κατά τον Χρυσίωνα) caught fire”81. This is a direct reference to 
the existence of imperial embroidery workshops in a period (793) that with the 
exception of the Coptic textiles we have no other tangible examples, especially 
of imperial embroidered objects. Scholars around the world are skeptical on the 
subject because there is no evidence of the workshops or the workers. Through 
comparative studies, many researchers (Millet, Johnstone, Theochari etc.)82 
have developed documentation tendencies depending on the stylistic current 
each textile object follows.  This approach assist in categorizing the objects into 
groups that could originate from the same region, workshop, or even the same 
artist, with the latter to be a little chancy most of the times. 
 Information about organized embroiderers’ guilds in Constantinople 
are implied rather than direct referred, but there is no doubt that freelance 
embroiderers run their own workshops83. Maybe in an early stage the work of 
terzides (τερζίδες) and syrmakesides (συρμακέσηδες)84 wasn’t considered to have 
been of high importance85. The Book of Eparch (Leon Sophos 886-912) provide 
us with information concerning the guilds of Constantinople, where groups of 
professions related to textiles, such as “oθονιοπράτες” (linen merchants), 
“μεταξοπράτες” “καταρτάριοι” “σηρικάριοι” (involved in the silk textile 
                                                             
80 Johnstone P., 1967, p.57 
81Mango Cyril et al, 1997, p.644. 
82Millet G., 1939, 86-109 - Johnstone P., 1967, p.26, 36-40, 117-128 – Theochari M.,1986, p.25-27 . 
83 Delvoye Ch., 1988, p.214. 
84 Chatzimichaili A., 1956, p.470. 
85 Johnstone P., 1967, p.57. 
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commerce) and others, are being referred86.    It should also be noted that the 
big monastic inventories lead us to the conclusion that monastic workshops 
played a major role in the production of embroidered textiles87.  As mentioned 
in the previous chapter, the use of gold embroidery in order to depict the 
figural decoration in textile objects was actually cheaper and flourished in 
times that the empire faced economic difficulties. The gold-embroidered 
textiles did indeed require many different materials during their production. 
From silk ground textiles, to golden and silver threads and to pearls and 
gemstones. The use of all these precious and expensive materials increased the 
cost per-piece, and someone could think that it would also increase the cost of 
this kind of objects’ production. But in reality, it proved to be less expensive, 
exactly because it could be produced by individuals and in limited spaces. At 
the same time, the production of silk textiles required big workshops, as well 
as permanent and expensive equipment. So during periods of economic crisis 
the production of gold-embroidery was more profitable than other art or 
artwork88. 
 Two examples of early signed epitaphioi will be quoted at this point, in 
order to focus on the main subject 
of the present study. There is a 
unique, visible example that 
overcomes the anonymity of that 
period; the epitaphios of Berat is a 
remarkable example coming from 
Albania with an exquisite long 
inscription in Greek (fig.18).   
Christ’s name is embroidered on the left side, along with the title: ΙΣ ΧΣ 
Ο ΕΠΙΤΑΦΙΟΣ: The epitaphios. Today it is considered to have been one of most 
precious cultural properties of Albania. There are two columns with the rest of 
                                                             
86 Neratzi-Varmazi, 1997, p.355. 
87 Woodfin W., 2012, p.xxvii 
88 Woodfin W., 2012, p. xxv 
 
Fig.18. Aër-Epitaphios of Georgios Arianites from 
Glavenica and Berat, Albania. 218 x 118 cm.1373.Kept in 
National Museum of History, Tirana, Albania. 
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the inscription in Greek inside the outer borders, one on the left and one on the 
right89. On the left, the text in Greek is embroidered in metal-wrapped threads 
with the following:  
+ ΕΠ/ΛΗΡΩ/ΘΗ Ω /ΠΑΝΣΕ/ΠΤΟΣ / ΚΑΙ ΘΗ/ΟΣ ΑΕ/ΡΑΣ ΤΗΣ / 
ΥΠΕΡΑ/ΓΗΑΣ ΘΕ/ΟΤΟΚΟΘ / ΤΗΣ ΑΣΑ/ΛΕΥΤΟΥ / ΔΗ ΕΞΟ/ΔΟΥ ΚΑ 
ΚΟ/ΠΟΥ ΤΟΥ ΠΑΝΗ/ΕΡΟΤΑΤΟΥ/ΕΠΗΣΚΟΠ/ΟΥ 
ΚΑ/ΛΗΣΤΟΥ/ΓΛΑΒΕΝ/ΗΤΖΗΣ / ΚΑ ΒΕΛ/ΑΓΡΑΔΟΝ / ΕΝ ΜΗΝΗ / 
ΜΑΡΤΗΟ/Κ Β / Ως/ΠΑ  
[+This most sacred and holy aer of the holiest Theotokos the unshaken was made at the 
expense and by the efforts of the graceful Bishop Kalistos of Glavenica and Belgrad 
{Berat} in the month of March on the 22nd, in 6881 (1373)]90 
On the right column, is embroidered in the same way the following 
passage: 
+ ΖΩΗΣ / Ο ΚΡΑΤΩΝ / ΦΕΥ ΠΟΣ / ΘΜΗΣΚΗΣ / ΑΠΝΟΥΣ / ΝΕΚΗΣ / * 
ΕΠΗ / ΤΗΣ ΑΥ/ΘΕΝΤΗ/ΑΣ ΤΟΝ / ΗΨΗΛΟ/ΤΑΤΩΝ ΑΥ/ΘΕΝΤΩΝ / 
ΣΕΡΒΗ/ΑΣ ΚΑ ΡΟ/ΜΑΝΗΑΣ / ΚΑ ΠΑΣ/ΗΣ ΑΛ/ΒΑΝΟΥ / ΚΑ 
ΑΥΤΑ/ΔΕΛΦΟΝ / ΓΕΟΡΓΗΟΥ / ΚΑ ΜΠΑΛ/ΣΑ / + ΧΗΡ ΓΕ/ΩΡΓΗΟΥ / 
ΤΟΥ ΑΡΗΑ/ΝΤΗ ΚΑ ΧΡΗ/ΣΟΚΛΑΒΑΡΗ 
[+Ruler of the living, alas, like a dead, breathless corpse. Under the rule of the great 
princes of Serbia and Romania and all Albani the brothers Georgios and Balsha. + By 
the hand of George Arianites and gold-embroiderer.] 91 
The long inscription unusually provides a lot of information, such as 
places, names as well as the exact date of creation of the object. If the last 
mentioned name, Georgios Arianites, is taken with the address of a gold-
embroiderer, then the epitaphios of Glavenica is the first signed Byzantine 
embroidery, up to now. Albanian sources refer to a monk Savia and identifies 
Arianites as the grandfather of Skanderberg’s father in law. He by his turn was 
an Albanian nobleman. Is Georgios Arianites the creator of the epitaphios or is 
                                                             
89 Stamati F., 2005, p.139. 
90 Translated by H. Schilb, 2009,p.297-298 
91 Translated by H. Schilb, 2009,p.298 
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the person who hired the gold-embroiderer, identified by some scholars as 
monk Savia, at the end of the inscription92? On the other hand, Theochari 
attributes it to the despote of Epirus, and given the fact that the inscription is 
in Greek, the opinion that Arianites was the donor and not the embroiderer 
may be supported93. The epitaphios has been analyzed with EDX, a method 
that will be further discussed in the last chapter. From the analysis derives that 
the metal threads used in the embroidery are of Eastern origin. As for the dyes 
used for the colored silk threads, the elements found gives a lot of information 
but do not help identify a particular origin. Given the facts, further 
investigation must take place94. The only evidence that remains is the 
inscription, so if the name is not found anywhere else, unfortunately, there is 
no answer to the above question up to now.  
The second earlier example of signed embroidered textile is also an 
epitaphios, coming from the Chilandary Monastery (fig.19), a Serbian 
monastery in the Holly 
Mountain of Athos. Except the 
very interesting iconography of 
the object, the long inscription 
has put the scholars under in 
doubts and conflict, regarding 
the date and the creator of the 
textile.  
 The inscription in 
Slavonic, have many wears and 
authentic material losses 
scattered around the surface of the object and therefore, it is difficult to 
understand and interpret what exactly it is related about. Schilb95 in his study 
                                                             
92 Stamati, 2005, p.139. Stamati also cites the opinions of Theofanis Popa and Proffessor Dh. Shuteriqi 
who both agree in that explanation.  
93 Theochari, 1986, p. 8 
94 Stamati, 2005, p.141, 145. 
95 Schilb H., 2009, p. 336. 
 
Figure 19.Aër-Epitaphios of Chilandar 2, 176 x 140 cm. Ca. 
1400. Chilandar Monastery, Mount Athos 
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tried to recover the missing part, by taking into consideration Johnstone, Millet, 
and Mirkovic’s interpretations. The passage he offers is the following: “Oh Lord 
our God who received the gifts of Abel, Noah, Zachariah, Samuel, and all the saints, so 
from my hands, those of the sinner John, accept this offering, as a sweet perfume, and 
to the honor and glory of the Archistratigos [Michael and] our [Father] Gabriel the 
hermit for the remission of my sins. The hand of the sinner Syropoulos”.  
   Markovic argues that John is the donor, and it was Jovan Oliver96, the 
Despot who founded in 1341 the Lesnovo monastery. The reference on   
Archistratigos Michael, according to Mircovic, supports that argument as the 
Archangel Michael was the patron of the monastery. If that is true then Jovan 
could offer the epitaphios at any time during the period of 1341 up to his death 
in 1355. If we accept this interpretation as a fact correct, then it may be assumed 
that Syropoulos is the embroiderer and John the donor97.   Millet, on the other 
hand, has another theory, that John and Syropoulos, is the same person98. He 
identifies John Syropoulos as an official of the Patriarchate who brought the 
epitaphios in 1390’s. Millet’s point of view didn’t find many supporters, as the 
passage seems to refer to two different persons99. From a stylistic point of view, 
some interesting opinions have been expressed by Johnstone. Later on, the 
iconography and style of the epitaphios will be analyzed. But generally, in this 
particular case, as many scholars observe, the iconography of the epitaphios 
seems to have been “ahead of its period”100.  
To conclude, the lack of evidence does not prove anything apart of the 
need for further investigation and better management of the existing factual 
information, in combination with new technologies and textile conservation 
science. The latter will be further discussed in the last chapter, focusing on how 
conservation science may help in identifying an objects’ origin. 
                                                             
96 Jovan Oliver Grčinić (ca. 1310-1356) was a noble during the times of the Serbian Emperor Dušan the 
Mighty (r. 1331-1355), known under the titles of sebastokrator and despote, and the rank of "great 
voivode. 
97 Schilb H., 2009, p. 336. 
98 Millet G., 1939, p.102 -  Schilb H., 2009,p. 336 
99 Millet G., 1939, p.102. 
100 Johnstone P., 1967, p.80 
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Embroidery’s Manufacturing Technology  
 
This study concentrates on certain kinds of gold-embroidered liturgical 
textiles, the epitaphioi. It will be presenting the general manufacturing 
technology of gold-embroidered textiles, as epitaphioi follow the same pattern 
of creation. Any differentiations will be further discussed, later in this chapter, 
where epitaphioi become the main subject of this study. With the title 
“Manufacturing technology”, which is a technical term used mainly in 
scientific conservation, denotes the outline of all materials and techniques used 
in order to create an artwork, in this case, embroidered textiles. 
 
Influences 
 There is a tendency expressed for a long time now by scholars, for 
embroidery to have been an artistic expression and just another decorative 
offshoot of the minor arts. The general sense that texts give is that embroidery 
has a direct connection with fine arts. Chatzidaki101 points out the 
interdependence between painting and embroidery, but also illustrates that 
despite that, embroidery is not uxorious by painting. The differentiations that 
embroidery needed to came up with, derived from the liturgical character and 
use a vestment or a textile had. Theochari and Johnstone102 on the other hand, 
in order to emphasize that argument, state that embroiderers were called acu 
pictores, meaning needle painters. Also, Asterios of Amasia associated the 
textiles with mural paintings, an opinion that seems to have many supporters. 
The knowledge of designing and especially portrait drawing, along with the 
ability to compose narrative theological subjects into very limited space, as well 
as with the sense of color needed, are some of the characteristics an embroiderer 
should have. As embroiderers achieved the technical adequacy needed, then 
                                                             
101 Chatzidaki-Vei E., 1953, p. ιγ’. 
102 Theochari M., 1986, p.5 – Johnstone P., 1967, p.27. 
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these textiles could only be compared with fine arts and not that of minor 
arts103.    
 Theochari continues making an analogy between the embroidery and 
goldsmith, which is justified by the extensive use of metal threads and other 
decorative elements in textiles, more or less in the same way as in goldsmith. 
This extensive use of metal threads is the reason we find terms such as 
“συρματέινα” or “συρμακεσικα”, which means “made of metal wires”104.  As 
we will see later on in the epitaphioi analysis, many of the iconographic 
elements had been loans mainly from the monumental paintings still existing 
in monasteries and churches. So, mainly embroidery seems to have been 
influenced by the monumental painting as well as by mosaics, icons and by 
goldsmith in a more technical way. 
 
Row Material. 
 Textiles, metal threads, stone gems, paper and many kinds of other 
materials, tools and equipment, were used by the chrysoklavarioi in order to 
create liturgical textiles. There is a vast amount of terms on the chrysoklavarika 
(χρυσοκλαβάρικα= couched in gold)105 textiles, but in this study, it will be kept 
as simple as possible, as there are many references for someone to read106. 
 It would be of vital importance to refer to a very interesting field in 
textiles, that of dying. Before a brief historical review, it should be noted that 
the scientific analysis and identification of the dye, along with that of the fibers 
helps to determine the origin and the dating of the fabric. The techniques of 
identification will be further analyzed in the last chapter. 
Color was a very important factor when it comes in gold-embroidered 
textiles. The ground silk textile used as background for the figured depictions 
                                                             
103 Chatzidaki-Vei E., 1953, p. ιγ’ – Theochari M., 1986, p.5-6 
104 Chatzimichali A, 1956,p.450 – Koukoule Ph, p.26 
105 Term used by W.T. Woodfin in p. 38- See also Ph.Koukoules, Βυζαντινός Βίος και Πολιτισμός, 
Editor Papazisi, Athens p.26,43. Clavi = nail, meaning the golden-nailed.  
106 See in: Chatzimichaili, Angeliki. “Τα χρυσοκλαβάρικα-συρματέϊνα-συρμακέσικα κεντήμτα.”, 
Theochari Maria ““Εκκλησιαστικά Χρυσοκεντητά” and others. 
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on liturgical textiles should have the right shading in order to achieve the 
maximum luxurious appearance.  Observing the Byzantine embroidery derives 
that the color range depends on the periods’ trends. In the eighth to ninth 
century, there is a variety of red, blue, green and off-white silks used as ground 
for embroidery. In tenth and eleventh century, the use of monochrome tones 
such as golden yellow, purple-blue, olive green and cherry-red along with the 
polychrome of the previous years, increases107. We find in Moldavian textiles, 
backgrounds that differ from the sober Byzantine style with the reddish colors, 
as there was used light-blue silk grounds108. Byzantines expressed very early 
their interest over textile dyeing and searched for ways to create and maintain 
a monopoly especially of their precious purple dye (porfyra)109. Purple dye was 
one of the most precious dyes ever used in luxury items and was a significant 
component in the price of a fabric. If only someone considers that twelve 
thousands snails of Murex bandaris were needed in order to extract 1.4 
grammars of dye, it is easy to understand the importance of the production and 
the high price. Murex bandaris is one of the many marine mollusks genera used 
to obtain purple dye110. This Imperial purple dye was in use thousands years 
before the Byzantine era, when the Phoenicians first produced and distributed 
it from the hypobranchial gland of three specific sea snails, the Hexaplex 
trunculus, the Bolinus andaris and the Stramonita haemostoma. In textual sources 
was mentioned the high price of the dye and that it costs its weight in silver. 
Under special process, murex could give many different kinds of shades such 
as yellowish, greenish and light blue to lilac, mauve and violet111. The 
production and distribution of Murex were appointed to the imperial court 
which was the only one entitled to wear those precious textiles. However, the 
high-cost Murex held, was a factor for minimizing or pausing the production 
                                                             
107 Muthesius A.,  2002, p.158 
108 Johnstone P.,1967, p. 66 
109Muthesius A., 2002,p.158 
110 Jacoby D., 2004, p.210 . 
111 Veropoulidou R., 2012, p.99-100. 
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after the Latin Crusades in Byzantium in 1204112. Fake-purples also were in use 
at that time, in order to lower the cost. Anna Muthesius113 refers in her text to a 
Byzantine imperial Lion silk which was tested and proved that the dye was not 
murex at all, but a mixture of indigo and madder/Rubia. These two dyes were 
also in use, separately, in Byzantium for textile dying. Kermes and Brazil-wood 
were also among the most regularly used dyes in the Middle Ages114. 
H.L.P.C.115 and other analytical methods has helped in many accounts in 
modern analysis and gives us scientifically documented information, about the 
components of a dye116.  
Knowledge about textile dying procession is too limited. It is certain that 
the Byzantines used some kind of mordants such as honey and urine ammonia. 
They dipped the textiles and threads that were about to be dyed into vats for 
many hours. The time played a huge role because it was the factor by which 
the tone depended on. For example, the Tyrian-blue color was the result of 
double-dipping a textile117. From a personal experience, I shall add that 
temperature and timing of adding the mordant and dyes into the bath must 
also have been very important factors, in order to achieve a uniform and stable 
colored textile. 
Going on with the materials used in gold -embroidered objects, metal 
threads come to be the main part of these priceless textiles.  Through the years, 
the terminology concerning the making of textiles has been a gray zone for the 
scholars because of the complexity and the lack of appropriate explanation. As 
Theochari and Johnstone claim, it is very difficult to distinguish between the  
                                                             
112 Jacoby D.,2004,p.210 
113 Muthesius A., 2002, p.160 
114 Diehl J., 1972,p.23-27 
115 High Pressure Liquid Chromatography, is a technique in analytical chemistry analyzed on the 4th 
chapter. 
116 Muthesius A., 2002, p.160 
117 Veropoulidou,2012, p.100 
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terminology used for textiles produced in the 
loom or embroidered by hand. Mainly, the 
sources use words and terms such as “gold”, 
“golden” and so on, which addresses in the 
material used and not the exact technique 
applied118. Aggeliki Chatzimichali119 gives 
the most efficient list of terms used in 
byzantine embroidery.  
The byzantine embroiderers worked 
with pure gold and silver threads when it 
comes for liturgical vestments, which under a 
special process became as thin as a hair. They 
often used gilded or silver-plated metals 
which were called «φλουροκαπνισμένα», 
meaning fake120. There were two basic kinds 
of metal threads that the byzantine 
embroiderers preferred. The first one was a 
very thin wire made of gold or silver, while 
the second was a fine strip. Very often both of 
them are wound around a colored (or not) 
silk, cotton or linen thread that constituted 
the core121, and it was called chryssonima. The 
use of chryssonima gave to the objects life and 
contrast between the golden surface and the 
silken background122. Different kinds of metal threads are shown in figures 20-
25123.  
                                                             
118 Theochari M., 1986, p.31 – Johnstone, 1967, p.65. 
119 Chatzimichali A., 1956, p.485-486. 
120 Theochari M., 1986, p.34. 
121 Karatzani A., 2008, 410–411. 
122 Johnstone P., 1967, p.69. 
123 The images were taken from Anna Karatzani's study. 
 
Fig.20 Wire. 
 
Fig. 21 Strip. 
 
Fig.22 File, strip twisted around silk yarn. 
 
Fig. 23 Wire twisted round silk yarn, Tir-tir. 
 
Fig.24 Combined metal thread around a 
silk yarn 
 
Fig.25 Gilt leather strip wound around a 
silk yarn. 
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The body parts that were apparent, faces, hair, hands and legs, were 
created with the finest silken threads. The embroiderer had to make the best 
color match and shading in order to achieve the maximum realistic appearance. 
In many cases, the faces are made of an even thinner and finest thread than silk, 
called the “hair of Pina”124. Pina is a shellfish which attaches itself to the sea 
bottom with fine fibers.  These threads have the same color that flesh has; they 
are thinner but also have durability125. There was a clear separation between 
how they worked the flesh and how the rest of the decoration, which continued 
until the late post-Byzantine period. In the Byzantine workshops, the flesh parts 
were worked with split-stitch until the end of the seventeenth century, when 
Despoineta, a famous Constantinopolitan embroiderer, introduced the long-
and-short stitch, by Italian influence. Her work was so fine that the faces 
resemble a painting. 
The embroidery at its early stage and for many years kept fine and low 
decoration. The embroidered decoration was relief but not as much as was in 
the post-byzantine years. Nevertheless, some decoration needed to be stuffed 
interior in order to keep a certain shape and give a general sense of depth to 
the depicted scene, creating more shading and 3-D rendering. To achieve that, 
the embroiderer stuffed the area beneath the decoration with silk textiles or 
thick and soft cotton threads called outra-chontros (ουτρά-χόντρος). 
Unfortunately, there is no efficient translation for that term in English. As the 
years passed and especially after the seventeenth century the decoration seems 
to rise gradually and influenced by the Turkish and the western baroque style 
of embroidery, they used paper, padding, or felt under the golden 
decoration126. 
For the decoration, enamels, pearls, and precious stones were inserted. 
Pearls often used for outlining haloes or separate scenes as a contour, and 
gemstones as decorative elements in many different spots. Unfortunately, 
                                                             
124 Theochari M., 1986, p.34. 
125 Theochari M., 1986, p.34. 
126 Theochari M., 1986, p.34 – Johnstone P., 1967, p.72 
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many pearls and precious stones have disappeared due to robbery or 
detriment127. During the Ottoman occupation, the precious stones are being 
replaced by colored ones made of glass.  Finally, sequins were used for the 
decoration on the cloths or the background of the scene depicted128.  
 
Course of work-Technique 
 As mentioned above, the embroiderer was characterized by great skills 
of drawing. Theochari, opposing to the possibility of cooperation between 
painters and embroiderers129, drives us to consider the exact opposite. There is 
no evidence of such a partnership, but there are reasons not to exclude such an 
assumption. The design of the scene that was going to be depicted was the first 
crucial step for the embroiderer. Both ways, drawing the composition was very 
important and we should be considered that maybe more professionals were 
needed. 
 So first, the embroiderer came up with the depiction and the design on 
paper, which then transferred on thick, soft and white paper130. With an 
instrument called nevrikent (νεβρικέντ=kind of moil) he cut the contour around 
the design and the internal lines in order later to be easier to apply the different 
stitches. After that followed the sopaniasma (σωπάνιασμα = the lining). The 
background silken textile was supported with a thick cotton textile which was 
glued to the back of the silk with asphodel flour -based glue called tsirisi 
(τσιρίσι=flour-glue). With the same mixture, the design was glued upon that 
textile and another instrument took place the tzildes (τζιλντές=crate or 
stretcher), which had the role to keep steady the textile, so it can begin to be 
embroidered. First, they “transferred” the lines of the design depicted on the 
back of the silk (on the paper), by sewing them. Then they removed the paper 
as it was of no any use longer131. It is interesting that as Theochari also points 
                                                             
127 Johnstone P., 1967, p.73 
128 Theochari M., 1986, p.34-36 
129 Theochari M., 1986, p.5 
130 In the post-Byzantine period that paper was dyed with safran to take a goldish shade. The same 
solution was applied on the golden threads in order to be sheeny - Chatzimichali A., 1956, p.476. 
131 Chatzimichali A.,1956,p.476-483 – Theochari M., 1986, p.35-36 
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out that, during conservation the textile conservator comes across with this 
papers’ remains, which is actually very true. 
 The final step was the actual needlework decoration. With the help of a 
pricker, the embroiderer made a tiny hall on the front side of the textile (the 
silk) making a beeline for the needle that he holds on the back side and pushes 
it to come on the front132. The filling of the decoration was made with various 
gold-embroidery patterns, as it is explained onwards.  
They applied the metal threads laid or couched in order to shape the 
figural depictions on the ground silken textile. With couching threads (mainly 
silk thread), the metal threads were put on the ground material and stitched in 
between one eight and one-quarter of an inch. The couching patterns are being 
very well-explained by both Theochari and Chatzimichali. The 
chrysokentemata133 are characterized by the way they are stabilized and stitched 
in the ground material, the direction and the rizes (ρίζες=stems). There are two 
kinds of couching patterns: a. karfoto or kavaliki (καρφωτό ή καβαλίκι= 
pinned) and b. kryfo or kryfi (κρυφό ή κρυφή=hidden). In the second category 
we find many rizes/stems such as: 1.orthe riza (ορθή ρίζα= straight stem) 2. 
playa or loxi riza (πλάγια ή λοξή ρίζα= sideways or slanting pattern), 3. isia 
spasmeni (ίσια σπασμένη= basket-weave pattern), 4.vererike (βερέρικη= many 
slanting pattern side by side), 5. kamares (καμάρες), 6. kamarakia 
(καμαράκια=vaulted shape), 7. bakladota (μπακλαδωτά=rombus-like pattern), 
8. kotsakia (κοτσάκια), 9. kotsaki (κοτσάκι), and 10. amygdalo (αμύγδαλο= 
almond-like shape)134 
At this point it should be clarified, that related terminology derives 
mainly from Greek sources, which uses Turkish-based terms for embroidery. 
So the translation made here, may be debatable. 
 
 
                                                             
132 Theochari M., 1986, p.36 
133 Gold-embroidered stuff. 
134Chatzimichali A.,1956,p.495-498 – Theochari M., 1986, p.38-39 – Schilb H., 2009, p.155 
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Epitaphioi  
 
Moving forward to the main subject of the present study, in this sub-
chapter, a review on the epitaphioi as liturgical textiles and their historical 
background is provided. Based on the iconography and the actual use of 
Epitaphioi, there will be an attempt to explore the evolution of their appearance 
through time, and especially in the region of Constantinople, the Byzantine-
influenced areas around the Hellenic region and the Western countries of the 
Black Sea.  
 
The evolution- Iconography 
It is broadly accepted that the type of Epitaphios issued from the 
evolution of aer and great aer, due to the differentiations in the Divine Liturgy 
and other processions, through the years135. The transition from Aer to 
Epitaphios, could be characterized as foggy since there is no solid evidence for 
the exact timing and region. It would be rather prudent for that reason, to begin 
with the background of aeres.  
Aer is the type of liturgical textile that is characterized by its use, as a 
veil or kalymma (κάλυμμα=cover). During the Devine liturgy and soon after the 
Great Entrance, the Eucharistic gifts, the chalice and the patten136 are being 
covered with poterokalymmata-Communion veils-aeres. Logical as it is, the usual 
decoration of aer was the Communion and the Impartation of the Apostles. A 
distinction must be made here: aeres were two objects that covered separately 
the gifts, whereas the Great Aer which was larger, covered both vessels. As 
scholars believe, aer developed also into the form of rhipidia and then 
exapteryga. Nevertheless, the type of poterokalymmata (aeres) continued with 
their previous use as well, by covering the gifts separately during the 
preparation of the Eucharistic Gifts. On the other hand, the Great Aer seems to 
have been developed into the Aer –Epitaphios and then to the Epitaphios itself.  
                                                             
135 Chatzouli Gl., 2009, p.98-Taft R., 1978 p.209-210 
136 Johnstone P., 1967, p.114 
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As the years passed, the Devine Liturgy evolved and slowly the 
procession overhauled. So with the addition of the Great Entrance as a 
procession in the Liturgy, the aer became larger and depicted the Christ in the 
type of Amnos 137 (the Lamb). Aeres with the simple depictions of the 
deposition of Christ’s dead body to the tomb are encountered also with the 
name “αγία νεφέλη”, “αναφορά”, “ιερόν έπιπλον” and “αμνός”138. This type 
of Great aer, was used during the Lent in the special procession of the “sanctify 
of the gifts” (and in other special Holy-days). The deacons held the textile (which 
from now on can be called Aer-Epitaphios) over their heads, as they walked 
along with the priest, who held the Eucharistic Gifts, from Prothesis139 to the 
Altar140 (A.I -6.4). And thus, the entrance takes place, led by the master of 
ceremonies. 
The procession is very well described by writers of the Byzantine and 
post-Byzantine period. Betancourt gives two insightful examples. The first one 
comes from 1380 and the diataxis of Demetrios Gemistos141:  
“Then comes the castrensis with the omophorion of the 
patriarch and the thurible, or the second deacon, then the 
deacons carrying the rhipidia, with them the deacon carrying 
the holy bread, and behind him those carrying the other discoi. 
Then comes the archpriest with the holy chalice, and the other 
priests according to rank. After all the others come the deacons 
carrying the aer on their heads, and with them, in 
turn, the subdeacons bearing the lavabo basin..”.142 
 
Secondly, the passage of Symeon of Thessaloniki where he also 
describes the procession of the Great Entrance:  
“After it comes the deacons one after another who have the order 
                                                             
137Soteriou, G. A. “Ta Leitourgika amphia tes Orthodoxou Hellenikes Ekklesias.” Theologia 20, 
(1949) P.607- Taft R., 1978 p.216 
138 Chatzouli Gl., 2009, p.99. 
139 Part of the Sanctuary where the Eucharistic gifts are being prepared.  
140 Soteriou, G. A, 1949, p.608 
141 Greek philosopher, born in Constantinople (1355-1452). 
142 Betancourt, 2015, p. 498 
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of the angels; then those carrying the divine gifts; and after them 
all the others and those carrying over their head the sacred great 
veil which has the depiction of Jesus naked and dead”143. 
Soteriou G., also quotes another part of Symeon’s passage where he says: 
“είτα τελευταίον τον Αέρα θεις ο ιερεύς …ος δη και το στερέωμα, εν ω ο αστήρ και την 
σινδόνα σημαίνει, δια τούτο γαρ και εσμυρνισμένον νεκρόν πολλάκις περιφέρει τον 
Ιησούν και Επιτάφιος λέγεται, αυτό διδάσκει άχρι τέλους ως επι πίνακι το μυστήριον”144. 
The text refers to the liturgical textile’s depiction with the dead Christ which is 
called Επιτάφιος: Epitaphios.  
Aer-Epitaphios believed to have been the above mentioned transitional 
type which characterized by its iconography and use and evolved into the 
Epitaphios as it is known today. The iconography of Aer-eptaphioi was 
gradually enriched and from the preexisting symbolic depiction of Amnos, 
differentiated depicting the Dead Christ-Amnos, surrounded by wiping angels, 
ornamental decoration with crosses-in-circle and vine motifs, seraphim and 
cherubim. Maybe it is not by chance that by the 82 Canon of the Quinisext 
Council (in Trullo habitum) in 692 in Constantinople, the depiction of Amnos 
was prohibited145. These iconographic alternations signaled also the transition 
from a symbolic type to a liturgical type.146. This final transition took place, 
during the Paleologan period, with the aeres and Great-aeres coexisting serving 
their previous role during the Devine Liturgy147. 
According to Soteriou G., it was in the period of the Fall of 
Constantinople and after (16th c.) that the liturgical type of Aer-Epitaphios 
                                                             
143 Betancourt, 2015, p. 499-500. 
144 Soteriou G., 1949, p.609. - Chatzouli Gl., 2009, p.99. 
145 Ἔν τισι τῶν σεπτῶν εἰκόνων γραφαῖς, ἀμνὸς δακτύλῳ τοῦ Προδρόμου δεικνύμενος ἐγχαράττεται, 
ὃς εἰς τύπον παρελήφθη τῆς χάριτος, τὸν ἀληθινὸν ἡμῖν διὰ νόμου προϋποφαίνων ἀμνὸν Χριστὸν τὸν 
Θεὸν ἡμῶν. Τοὺς οὖν παλαιοὺς τύπους, καὶ τὰς σκιάς, ὡς τῆς ἀληθείας σύμβολά τε καὶ προχαράγματα, 
τῇ ἐκκλησίᾳ παραδεδομένους κατασπαζόμενοι, τὴν χάριν προτιμῶμεν, καὶ τὴν ἀλήθειαν, ὡς πλήρωμα 
νόμου ταύτην ὑποδεξάμενοι. Ὡς ἂν οὖν τὸ τέλειον κἀν ταῖς χρωματουργίαις, ἐν ταῖς ἁπάντων ὄψεσιν 
ὑπογράφηται, τὸν τοῦ αἴροντος, τὴν ἁμαρτίαν τοῦ κόσμου ἀμνοῦ, Χριστοῦ τοῦ Θεοῦ ἡμῶν, κατὰ τὸν 
ἀνθρώπινον χαρακτῆρα καὶ ἐν ταῖς εἰκόσιν ἀπὸ τοῦ νῦν, ἀντὶ τοῦ παλαιοῦ ἀμνοῦ, ἀναστηλοῦσθαι 
ὁρίζομεν· δι' αὐτοῦ τὸ τῆς ταπεινώσεως ὕψος τοῦ Θεοῦ Λόγου κατανοοῦντες, καὶ πρὸς μνήμην τῆς ἐν 
σαρκὶ πολιτείας, τοῦ τε πάθους αὐτοῦ καὶ τοῦ σωτηρίου θανάτου, χειραγωγούμενοι, καὶ τῆς ἐντεῦθεν 
γενομένης τῷ κόσμῳ ἀπολυτρώσεως.-82nd Canon- Troianos Sp., 1992, pp.41,102-103. 
146 Kotta V., 1938, p.ξε’-ξζ’. 
147 Soteriou, G., 1949, p.609 
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evolved into the fully-developed Epitaphios148, with the establishment of the 
historical character surviving until our days. Epitaphioi perhaps following the 
alteration that the procession of Good Friday was subjected to149, were enriched 
again with iconographical elements. In the depiction, we find the dead Christ 
on a shroud or a stone slab (stone of Ephesus), Virgin Mary (often along with 
other wiping female figures), Joseph, Nikodemus and John150. Still, these are 
elements that we observe in monumental paintings even from the 10th century 
on151. Angels are also depicted and the narrative iconography is completed 
with the four evangelists on the edges on the background of the depiction, as 
well as the symbols of the Sun and the Moon. The role of the epitaphioi also 
changes now, as for they are used only during the processions of the Good 
Friday and the Holy Saturday, characterized now as historic type of liturgical 
textiles152. 
Even if we seem to have some basic understanding that characterize 
each object depending on its iconography, to a certain style, still there are 
paradigms as we will see in chapter three that either have elements coming from 
the past or the future. There are no absolute and clear lines between the styles, 
a fact that could be the result of each creator’s influences, origin, the time 
needed for stylistic changes and so on.  
In order to familiarize with the different categories of those evolutionary 
textiles, following are some examples for each kind, depending on function, 
iconography, and chronology. 
Aeres or kalymmata or poteroklymmata, as mentioned above, were 
those textiles that covered the Eucharistic gifts, separately. From the 12th to the 
15th c. the most common subjects depicted on an aer, were the Communion, the 
Amnos (Lamb) and Melismos (Μελισμός= Fraction or Dissecting, the sacrificial  
                                                             
148 Term used by Kotta V., 1938, p. ξζ’ 
149 Disestablishment of the procession of the “sanctify of the gifts” during the Good Friday’s liturgy. 
150 Kotta V., 1938, p.ξς’  
151 Soteriou M., 1974, p.139. 
152 Soteriou, G., 1949, p.610. 
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Offerings). An important example is the pair of Communion veils of 
Halberstadt mentioned in chapter 1 (Fig.10-11)153.  Each inscription ends with the 
characteristic phrases of the communion service: “Take, eat, for this is my Body” 
on one, and “Take, drink, for this 
is my Blood”154. The Halberstat 
veils are example of that kind of 
objects (fig.10, 11). 
Another important 
object is the Palaeologan aer of 
the Benaki museum dated in 
the late 13th c (fig.26). Jesus 
Christ appears standing under 
a Ciborium and holds a vessel. 
The depiction accompanied 
with two Cherubim (replacing the Apostles) gives a stronger sense of the 
liturgical and symbolic aspect of the depiction155.  
Another example of 
Great-aer with the 
depiction of Melismos this 
time comes again from the 
Benaki museum (Fig.27). 
Dates in the second half of 
the 16th c., but even if it is a 
later example in 
comparison with those 
examined in this study, it includes a very well-represented scene where little 
                                                             
153 Theochari M., 1986, p.24 
154 Johnstone P., 1967, p.114-115 
155Johnstone P., 1967, p.116 – Ballian A., 2014. p.157 
 
Figure 26. Aer, Benaki museum, late 13thc. 
 
Figure 27. Aer second half of 16th c., Benaki museum. 
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Jesus laid on a paten ready to give his Body and Blood156. These are examples 
characterized by the symbolic type on aeres as analyzed above. 
Moving on, the liturgical type of Aer-Epitaphios is well-presented on 
the one coming from the 
Monastery of 
Metamorphosis in Meteora, 
dated in the Palaelogan 
period (fig.28).   During the 
procession aer –Epitaphios, 
as mentioned above, is 
passing through the crowd, 
expressing the mystagogical 
union between the people 
and faith. At the same time it expresses the Eucharistic and eschatological 
meaning of the depiction, as it is an allegory of the Advent which is going to 
take place while people, angels and the Evangelists will be present. So, in the 
aer-epitaphios of Meteora we encounter exactly this theological context, as the 
Christ is lying dead among stars surrounded by cherubim, multieyed winged 
wheels (thrones157), deacon-angels with riphidia  and the four symbolic 
depictions of the Evangelists on the four corners of the textile158.  
The Thessaloniki Epitaphios (fig.29), which is an excellent combination 
of the symbolic and liturgical styles, considered being one of the most 
important byzantine church embroideries that survived until our days. Upon 
this exceptional embroidery, coming from the early 14th c., is depicted almost 
every element mentioned through the transition from aeres to the aeres-
epitaphioi and its liturgical context.  
                                                             
156 http://www.benaki.gr/eMP-
Collection/eMuseumPlus?service=direct/1/ResultDetailView/moduleContextFunctionBar.navigator.ne
xt&sp=10&sp=Scollection&sp=SfieldValue&sp=0&sp=3&sp=2&sp=SdetailView&sp=0&sp=Sdetail&sp=
0&sp=F&sp=1  
157 Johnstone P., 1967, p.119 
158 Representations as angel (Mathew), lion (Mark), ox (Luke) and eagle (John). Woodfin W., 2004, 
p.313. 
 
Figure 28. Aer-epitaphios, Palaeologan period, Metamorphosis 
Monastery, Meteora. 
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Depending on the iconography, scholars tend to associate Thessaloniki 
epitaphios with the wall paintings of the Virgin Peribleptos in Achrid, with the 
possibility that it was produced in a Constantinopolitan workshop or most 
likely a Thessaloniki’s’ one159.  The main scene is accompanied by two 
depictions, on each side, with the Communion of the Apostles. This 
combination and the structure of the iconography led scholars suggest, as 
Johnstone says, that we deal with “two little aeres and a great-aer which were united 
in one piece”160. The central scene consists of the dead Christ on a shroud and 
beneath Him, there are a cherub and a seraph along with thrones. The figure of 
Christ is surrounded by two angles mourning, and other two in the form of 
deacons with rhipidia. On the four corners appear the traditionally the symbols 
of the Evangelists161.  
Looking at the central scene, iconographically is a typical aer-epitaphios 
of liturgical style with a more elaborate decoration. There lies the transitional 
element and in the combination with the depiction of the Communion on each 
side. An extended analysis on the Thessaloniki epitaphios is given in third 
chapter (A.1). 
 
                                                             
159Betancourt R., 2014, p.489-535. 
160 Betancourt R., 2014, p.493 
161 Woodfin W., 2004,p.312 
 
Figure 29 The Thessaloniki Epitaphios, Byzantine Museum of Thessaloniki, 14thc. 
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The Cozia Epitaphios is the 
perfect example to conclude with 
the types of aeres and epitaphioi, as 
it constitutes the transition led to the 
last fully-developed and historic 
type of Epitaphioi.  The Cozia 
epitaphios (fig.30) is one of the 
earliest surviving objects (dated 
around 1395162), where figures of the 
Passion are being added. This 
version of Epitaphios Threnos (Lamentation) can be considered as very simple 
and expresses one of the two styles followed at that time. The apocryphal 
gospel of Necodemus is the main source in which the iconography of 
Lamentation is based on. Following that, there is the addition of the Mother of 
God, who leans towards her son embracing Him, while St. John stands near the 
feet of the Christ with his hands hidden behind the slab. There are no 
Evangelists depicted or other symbols of the heavenly powers, only four 
deacon-angels holding rhipidia behind the figures of the Mother and John163.   
Another important element of this epitaphios is the embroidered hymn 
which says “Σιγησάτω πάσα σάρξ βροτεία”, which means “Let all mortal flesh be 
silent”164. That, along with the addition of the human figures gives a more 
narrative –historic sense to the object, and led scholars, logically, to believe that 
the use of it, was not as an Aer but as an Epitaphios. 
To conclude, the Chilandari 2 (A.14) Epitaphios (Millet refers with that 
title to this particular object165), whose important inscriptions have already 
been analyzed earlier in this chapter, seems to have been the representative of 
the main fully-developed epitaphioi style.   
                                                             
162 There is a debate about the date that is embroidered on the object see Johnstone P., 1967, p.122 
163 Johnstone P., 1967, p.39 
164 Schilb H., 2009,p.306 
165 Μillet, G., 1939. p.102-103 
 
Figure 30. The Cozia Epitaphios, Museum of 
Bucharest, 1395. 
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This epitahios is characterized as more elaborate in comparison with 
others of the same period (c1400). First, the cross behind the bier is added, along 
with other elements representing the Passion, such as the ladder and the 
embalming spices vessels166. The Mother of God is also represented, along with 
John the Theologian, evangelists and angels. The symbols of heaven, the cross, 
the sun and the moon occupy the central upper zone in the depiction. In the 
center of the scene, are depicted three mourning myrrh-bearing female figures 
(myrophoroi). This rich narrative scene of Epitaphios Threnos, led the scholars 
to contradictions whether the object belongs truly in the fourteenth century or 
is a subsequent one. 
  
 
                                                             
166 Element found from the fifteen century on as in the Patmos epitaphios (A17). 
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3. THE WESTERN COAST OF THE BLACK SEA.  
“HANDPRINTS” OF BYZANTINE EPITAPHIOI. 
 
The Byzantine Empire had a large geographic area under its jurisdiction, 
over the centuries. Dealing with the western coasts of the Black Sea, there will 
be an attempt in this chapter to familiarize with preserved Epitaphioi coming 
from these regions. First, a brief historical background reference on the regions 
of Bulgaria, Romania and Moldavia and the investigation of the interrelations 
between them and Constantinople, in terms of Christianity and distribution, 
believed to be of vital importance. 
 
Historical review. 
Constantinople, the Black Sea and the Balkans. 
 
 
The Black Sea 
region was always a 
melting pot with 
mythical references on 
the Greek ancient 
history. In ancient times, 
Greeks transformed this 
place into a big 
commercial network with emporia at first, and settlements in the form of city-
states a little later and gradually they established their presence167. Byzantium, 
and then Constantinople, situated on a neuralgic point connecting two 
continents, Europe, and Asia, constituted a major metropolis where the 
distribution of goods, culture, ideas and people were in an endless flow. 
                                                             
167King C., 2004, p.7 
 
Fig 31. Medieval map of the Black Sea. 
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Christianity came to be the determining factor for the shaping of the Byzantine 
Empire under Constantine in 330, which gradually developed into a political, 
cultural and religious center of the “oikumene” of the fourth century168.  
It is not by chance that there are many records regarding Byzantine 
Emperors that contributed from time to time, in the rebuilt or reconstruction of 
the fortifications of many city-ports in the Western coast of the Black Sea, 
Eastern Macedonia, and Thrace. For example, from the fourth up to the sixth 
centuries, the city walls of Christoupolis, Thasos, Limenas on the part of the 
Aegean, and Agathoupolis, Sozopolis, Messembria, Tomis, Callatis and Hisrtia 
in the West coast of the Black Sea, were reconstructed169. 
The geographic location as a city-port was the key to its survival and 
development during the years of prosperity or turbulence. With 
Constantinople and Thessaloniki being in strategic locations, in places were 
commercial routes passed from north to south or east to west, either by land or 
sea, the trade and cultural routes were protected as well as the surrounding 
cities or settlements. Moreover, Bulgaria as an example of the western coast of 
the Black Sea was always committed to Constantinople, so its cities followed 
the City’s development. With Constantinople being a huge city and in need of 
constant inflow of goods, Sozopolis which was very close served as its basic 
supplier170.   
 These city-ports opened the way for the hinterland of every region. 
People, goods, and culture had to stop or pass from the city-port either to end 
their journey or to continue it. Constantinople had connections with all the 
strategically situated city-ports, such as Sozopolis and Messembria.  
With the expansion of Christianity across the empire, the city-ports were 
affected religiously and culturally. Due to that, we find churches and ruins of 
shrines, in important cities of the North Aegean such as in Thessaloniki, 
                                                             
168 Karagianni F., 2013, p.23 
169 Christoupolis (modern Kavala,Greece), Agathoupolis (modern Ahtopol, Bulgaria), Sozopolis 
(modern Sozopol, Bulgaria), Messembria (modern Nessebar, Bulgaria), Tomis (modern Constanja, 
Romania), Callatis (modern Manglia, Romania) Hisrtia(near Constanja, coastline of Dobrodja, 
Romania)- Karagianni F., 2013,p.23-24 
170 Karagianni F., 2013,p.25 
3nd Chapter: The Western coast of the Black Sea – “Handprints” of Byzantine 
epitaphioi. 
 
55 
 
Limenas, and Thasos. In the Black Sea, the same pattern took place, with shrines 
built in the coastal cities of Bulgaria and Romania. More specific, a significant 
number of shrines in the region of Odessus (Bulgaria) was found. Seven early 
Christian basilicas were found in Tomis (Romania) and in Histria (Romania), 
three churches and a sixth-century basilica which seem to have been the biggest 
of all in the region of Dobroudja171.  
The rest of the Balkan area was also part of Byzantium’s history and 
evolved accordingly. Slavs started to fall under Byzantium’s political and 
military control172, something that affected culturally and religiously those 
regions. Embroideries now existing in many different monastery treasuries and 
museums prove the intense distribution of such items from the 12th century. 
With Constantinople being the center, “gifts” traveled in the Balkan region and 
beyond173. In 1204, the Fourth Crusade established the Latin presence in 
Constantinople until 1261. This was an important political alternation but 
affected less the arts174. It was then when peripheral to Constantinople 
Despotates emerged, such as the Epirus, Nicaea and Trebizont.175.  
Serbia adopted Christianity already from 879 as an indirect result of the 
Byzantine missionaries΄activity176. Saint Sava Nemanja (1117-1235) was the first 
archbishop of Serbia and he was the founder of Chilandar monastery on Mt. 
Athos177. Arts flourished under the reign of Stephen Uros II Milutin (1282-
1321). The epitaphios of Stephan (A3) probably along with the Princeton one 
(A4), are considered as being the oldest surviving Serbian embroideries. The 
Achrid epitaphios (B1) now kept in Bulgaria is an exceptional embroidery from 
the late thirteen century178. Achrid is a town that at that period was historically 
confused and influenced by Bulgars, Byzantines, Serbs and the Epirus 
                                                             
171 Karagiani F. 2013,p.27 
172 Obolensky D., 1992, p.38. 
173 The Halberstat veils and the endyti of St. Marc in Venice are examples of that. 
174 Johnstone P., 1967, p.75. 
175 The Glavenica epitaphios (A12) probably comes from the Epirus despotate-Theochari M., 1986, p.8 
176 Tarnanides J., 1991, p.222. 
177 Tachiaos A. E., 2013, p. 290.  
178 Johnstone P., 1967, p. 77. 
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Despotate179. The association with the Chlandari 1 (A6) epitaphios proves that 
the Serbian embroidery was influenced by the Byzantine style. The Serbian 
monastery of Chilandari in the Holly Mountain keeps also another exceptional 
epitaphios, Chilandari 2 (A14). The Euphemia and Eupraxia epitaphios (C2), 
now in Putna, was most likely produced in central Serbia180 and constituted the 
basis for the Moldavian embroidery style of the later centuries.  
 
Bulgaria 
In the first half of the ninth century, under Omurtag181, Bulgaria 
occupied places such as Tundja and Belgrade. In the mid-ninth century, 
Bulgaria extended its jurisdiction including Achrid, Prespa and many parts of 
southern Albania182. By the ninth century, two were the main ethnic groups 
living in Bulgaria, Proto-Bulgarians and Slavs. Surrounded by an entire 
civilized world who had accepted Christianity and with internal disunion, 
Boris I183, took the risk and did the pivotal move to impose Christianity upon 
Bulgaria184. In 864 Bulgaria adopted Christianity and in 870, the church headed 
with an archbishop appointed by the Constantinople’s’ patriarch185. By this 
time, Bulgarian state occupied most of the present-day Romania up to the north 
of the Danube and Tisza River. Moreover, in the mid-ninth century, the 
introduction of the Cyrillic alphabet gave the opportunity to the Bulgarians to 
develop their own literature. Clement of Achrid186 contributed in that case in a 
major degree, as he established a school where thousands of students studied 
from the beginning. With the opportunity given with the new alphabet, the 
Bulgarian church established the use of a Slavo-Bulgarian language in liturgy, 
avoiding the Greek language supremacy187. 
                                                             
179 Johnstone P., 1967, p. 79. 
180 Johnstone P., 1967, p. 81. 
181 Khan Omurtag, from 814 up to 831. - Crampton R.J., 2005, p.270. 
182 Crampton R.J., 2005, p.11. 
183 King Boris I from 852 up to 888. First kingdom of Bulgaria.- Crampton R.J., 2005, p. 270. 
184 Crampton R.J., 2005, p. 11. 
185 Tachiaos A., 2009, p.12 - Crampton R.J., 2005, p.14.. 
186 Bulgarian saint, scholar, writer and enlightener of the Slavs. 
187 Crampton R.J., 2005, p.15-16- Tachiaos A., 2009, p.14. 
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The relations between Bulgaria and the Byzantine Empire were always 
intense. Still, after 897, the relations between them could generally be 
characterized as more peaceful.  During the subsequent years, there always had 
been reasons for conflicts and invasions188. In 1018                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                    
the Bulgarian country was incorporated into the Byzantine Empire189, four 
years after the battle in Mount Belassitsa, and the first Bulgarian state came to 
an end. The Bulgarian church, based in Achrid held the right to be independent, 
but at some point Byzantines overpowered them and the Bulgarian bishop had 
no longer the right to elect his subjects. Bulgaria remained in the Byzantine 
Empire until the late twelfth century190. The second Bulgarian kingdom 
endured from 1185 up to 1393, when in July, after a siege that lasted three 
months, Turnovo, the capital in that period, fell to the Ottomans191.   
The Byzantine influence upon Bulgaria’s arts is obvious even from the 
eighth century and especially on architecture and sculptures as well as in minor 
arts192. Arts related to Christian religion mainly emerged during the second 
Bulgarian kingdom. The influence of the Constantinopolitan monumental 
painting is obvious on the churches’ murals of Turnovo and Sofia (1259)193. 
Unfortunately, there are no embroideries survived from the second Bulgarian 
kingdom and, of course, no information about the existence of workshops in 
any Bulgarian area194. Following in the present study, are presented three gold-
embroidered epitaphioi in the section of Bulgaria. But, they hardly can be called 
Bulgarian, because either their origin is not known or today they are just parts 
of collections of Bulgarian museums or monasteries with their production 
coming either from Constantinople or from the Epirus Despotate.    
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The Romanian principalities. 
 The borders of the present Romania seem always to have been in 
changes through history. Dealing with the Byzantine period, someone comes 
across with the same concerns.  Dacia, occupied roughly the region between 
Danube, Tisza and Dniester Rivers195. Between conflicts and wars, by the reign 
of the Bulgarian tsar Boris I in the beginnings of the second half of the ninth 
century, the Dacians, as a result, were influenced by the Slavic culture. 
Christianity found great resistance in Dacia after Trajan’s conquest, even if 
there can be found early evidence of Christian presence coming from the fourth 
century. It seems that the introduction of the Cyrillic alphabet during the 
period of the First Bulgarian Kingdom also affected Romania, as it brought the 
formation of church and the establishment of the Slavic language in the official 
church language196.  
By the thirteenth century, the formation of new principalities had 
emerged, south and east of the Carpathians. Under Hungarian kings by the end 
of that century, Wallachia was established, which under Basarab197 gained its 
independence in 1330. A little later in 1359 Wallachia was an independent state 
with a dominant church. In a compromising gesture, king Vladislav198 (1364–
1377) allowed Hungarians to possess land and gave them privileges in the 
Black Sea trade, in order to gain from King Louis (1342–1382)199 advantages in 
the regions around the Danube River and Transylvania. In 1370 through 1403 
there was established a Metropolitanate in Olteni and founded the monastery 
of Cutlumus in M.Athos (1369)200. At the same time, there were regions in 
Wallachia and parts of Romania that turned to Catholicism201.  
                                                             
195 Hitchins K.., 2015, p.7 
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 Moldavia emerged in the same way; after continuous revolts and 
resistance by the locals to the Hungarian kings, Moldavia gained its 
independence in 1364. Unlike Wallachia, Moldavia first turned to Catholicism 
to avoid the Hungarian impose. It was under prince Petru when Moldavia 
turned to Byzantium for the same reasons, and initially created a 
Metropolitanate in its capital Suceava in 1386. With the expansion of Moldavia 
towards the Black Sea coast in the endings of the century, Moldavia had 
assured its independence202.  
Soon after the fall of Turnovo, (capital of Bulgaria), the Ottoman armies 
in 1394 progressed further invading territories of Wallachia, and Moldavia203. 
Under the Voivode Alexander the Good (1400-1432) any ecclesiastical 
differences between Moldavia and Constantinople seem to had been resolved 
and the Moldova principality through the years and the reigns of Stefan cel 
Mare (1457-1504) and later Petru Rares (1527-38, 1541-6), reached its largest 
extent204. The Orthodox influence was established with Emperor John VIII 
Palaeologus’ visit in Moldavia in 1424. He donated “gifts” to the monastery of 
Neamt and accorded the Moldavian church with autonomy205.   The events that 
took place in the territories of those two principalities are the subject of a more 
intense study. To conclude, it may be observes that due to the princes’ handling 
of the tensed situations between Moldavia and Wallachia and the Ottomans, 
the first two never lost entirely their independence. Of course, Ottomans 
eventually prevailed in these regions but never officially occupied or 
transformed them into Ottoman provinces206.  
From 1424 and on, Byzantine influence over the arts of the Romanian 
principalities prevailed. Moldavian arts were inspired by the Byzantine 
iconography and technical methods, with an exception in architecture where it 
seems that was mostly influenced by the western-gothic style. From the times 
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of Alexander the Good, important church embroideries survived, such as the 
epitaphios of Zolkiev (C3) of 1427/8 which bear Greek inscription. These 
epitaphioi are most likely products of Byzantine embroiderers. Another 
epitaphios during Alexander’s period was that of Neamt (C4), which 
introduced into Moldavian style important differentiations in iconography207. 
During the reign of Stephen the Great (1457-1504), gold-embroidery 
flourished208. Stephan was a capable and strong ruler but also a very religious 
man, who built public buildings and monasteries. In 1469 he built  the Putna 
monastery. The surviving embroideries and other artifacts connected with the 
monastery leads the scholars to believe that there existed the main workshop 
during his reign. An exceptional piece of that time is the tomb cover of his 
second wife (A.I.6.8), as well as many epitaphioi such as the Euphemia and 
Eupraxia (C2), the Vatra-Moldovitei (C7), the Stefan cel Mare (C8) and the 
Dobrovat one209 (C10), all analyzed below.  The true origin and producers of 
some of these epitaphioi is a question remaining to be answered. 
 The fall of Constantinople did not affect the religious legacy that 
Byzantium had long before established in the area. Arts, as embroidery 
continued on the same Byzantine basis introducing and integrating new 
elements that transformed into a great “Romanian210 style”211. 
 
  
 Dealing with the History of these places, it is easy to understand the 
strong interdependence they shared. Every political step or act of war affected 
each part tremendously. Even if indigenous peoples of Bulgaria, Romania and 
Moldavia had a totally different background, culturally, linguistically or 
religiously their fate seem to have been bound together. Despite these centuries 
of conflicts and wars, the region played a vital role during the Byzantine period 
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for the whole empire. Constantinople on the other hand and the areas around 
it, played a crucial role as providers and creators of products, works of art, 
luxury and liturgical items through centuries between the Late Antiquity and 
the Late Byzantine period. Such interchange of ideas and culture is illustrated 
by the “relics “that survived until the present-day and provide as an overview 
the past. Epitaphioi were objects that emperors, princes, bishops, patriarchs 
and others “used” during those centuries of the formation and “movement” in 
the region of the Western part of the Black Sea. These objects, examples of the 
exceptional art of gold-embroidery analyzed in the previous two chapters, will 
be presented below per region from the early fourteenth century up to 1506. 
The categorization will take place in accordance with the origin of the 
Epitaphios or its present location. There will also be an attempt to cross-check 
and compare stylistically the objects in general, something that will help in 
terms of identification the style tendencies in the area. Last, the term “aer-
epitaphios” given here for most of the objects, corresponds to the uncertainty 
of their exact function.  
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Relics from the Past. 
 
 
 A. CONSTANTINOPLE & THE BALKAN AREAS UNDER BYZANTINE 
INFLUENCE. 
 
 
1. The “Thessaloniki Aër-Epitaphios”212.  
Dimensions: 200 x 72 cm.  
Chronology: ca. 1300. 
Present location: Museum of Byzantine Culture, Thessaloniki (code no: ΒΥΦ 
57). 
 
The Thessaloniki epitaphios is the most famous Byzantine embroidered 
textile. As the high quality of the technique and the rich combined iconography 
executed with unparalleled talent is fairly characterized by scholars as the 
masterpiece of the Palaiologan embroidery. Millet includes it in his group 1c 
along with the John of Skopje epitaphios (Chilandari 1) (A7)213. The attribution 
of the color in the Thessaloniki epitaphios is artistically and technically equal 
to the monumental paintings and mosaics of the Palaiologan era214. It seems 
that the drawing of the epitaphios follows the “heavy” or “voluminous”215 style 
of the contemporary monumental paintings216. Stylistically it seems that it is 
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closer to the wall-paintings of the church of Vergin Peribleptos at Achrid 
(today's St. Clement church) commissioned in 1295 by Andronicus II 
Palaiologus , the frescos of the church of the Protato monastery on Mount Athos 
as well as those in the chapel of St. Euthymios in Thessaloniki (in the St, 
Demetrios church)217. Despite Millet’s association of the Thessaloniki 
epitaphios with the Chilandari 1 (A7), it seems that icοnographically closer is 
the St. Athanasios from Kymi (A6)218. 
The iconography is divided into three scenes. On the left and right 
panels are embroidered the Communion of the Apostles. Each part bears Christ 
giving the sacrament to a group of six Apostles. In each depiction, Christ is 
flanked by two deacon-angels with rhipidia. In the two symmetrical 
compositions Christ is standing on the holy altar, while architectural elements 
fill the background219. As Betancourt points out, the divided Communion 
presented here is reversed if we take consideration of the Biblical narrative. 
Here the distribution of the wine is depicted on the left part and that of bread 
on the right. So in a left to right “reading” the two depictions of the 
Communion do not follow the passage which begins with the distribution of 
the bread220. He also agrees with Bouras’ opinion that the two Communion 
panels contradict each other in terms of the arrangement in the composition, as 
Christ is placed on the left side of the left panel and on the right in the right 
panel leading the viewers’ eyes outward221. There are obvious similarities 
between the depictions of Communion in the Thessaloniki epitaphios, and the 
wall-painting of the Communion in Virgin Peribleptos church in Achrid (A.I-
6.5).However, the “reversed” attribution on the Thessaloniki epitaphios is an 
obvious difference. The Eucharistic importance of the epitaphios is emphasized 
by the presence of the Communion depictions222. The left Communion panel is 
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accompanied with the inscription: Drink from it, all of you; for this is my blood of 
the covenant, while in the right panel: Take, eat, for this is my body223. 
The borders between the three panels are decorated with interlaced 
rounds with crosses-in-circle, a pattern which will constitute a very important 
element of identification, found in many epitaphioi and not only. The cross-in-
circle motif is a decorative element found in many vestments produced as early 
as the twelfth century and through the thirteen and fourteen centuries. 
Characteristic early paradigms of the motif use encountered in the Fragment 
from the cover veil of the St Wenceslas shrine coming from the early 12th c. 
(fig.8, chap.1) and the embroidered silk veil with the representation of St. 
Lawrence’s life dated in 1261 (fig.13, chap.1)224. Except the Thessaloniki 
epitaphios, we find this motif also in the Saint Marcs epitaphios (A10), the 
Milutin Uros (A3), the Achrid epitaphios (B1), the aer from the Benaki museum 
(fig 27, chap.2) the Chilandar veil, the Pantokrator epitaphios (A9) and many 
others subsequent to those225. 
The central panel bears the prevailing figure of Christ in the form of 
Amnos with some very realistic characteristics such as the torso, the feet) as 
well as the composition of the angels. His hands are crossed over His loincloth. 
The bended head that gives a short of movement in the otherwise lifeless body 
“enhance the life-giving sleep”226. Above His halo is gold-embroidered the 
inscription ΙΣ ΧΡ: Jesus Christ. On the upper zone, there are two deacons-angels 
holding rhipidia stands in a form of respect while next to them the lamentation 
sense is strengthened by two mourner-angels. Each one is identified by 
inscription ΑΓΓΕΛΟC ΚΥ: Angel of the Lord. The right one realistically touches 
his face in a gesture of sorrow. We can see in their faces the “threnos” 
depicted227. On the lower zone, there are thrones, seraphim and cherubim 
alternating. The symbols of the four evangelists are represented on the four 
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corners of the central panel. They are identified by inscriptions for each one of 
them embroidered in bluish silk threads.228.  
Technically as Johnstone points out, the Thessaloniki epitaphios “is the 
touchstone by which Byzantine handling of gold thread embroidery may be judged”229. 
Indeed, the variety of the gold-embroidery and silk stitches used for the 
attribution of the composition is extraordinary. Generally, the surface gives the 
sense of a golden piece. In fact, the whole red silk background is embroidered 
with silvery gold and bluish silver chrysonemata and argyronemata. There are 
two main patterns used, the basket pattern for the cloths and the cheuron from 
the background and the haloes. Only flesh, the architectural background and 
the symbols of the evangelists are worked with fewer metal threads. Laid and 
couched with silk and cotton stitches, the metal threads are worked in order to 
provide the composition with contrasts and color hues. The alternation of high 
and low relief also helps reach that goal230.   
The use of colored silk threads applied on the contours flesh and hair of 
the figures proves a high qualified embroiderer. Especially the lines and the 
muscles on the body of Christ, the hair and flesh of the other figures are worked 
in split stitch with many different tones of colors such as green, purple, brown, 
red, olive green, light blue, beige and others.  
Based on the work of the embroidered inscriptions of the evangelists, at 
least, two embroiderers seem to have contributed to the production of the 
epitaphios. Bouras, observes also many other differences231. The Thessaloniki 
epitaphios was subjected to renovation works, at least two times during its 
existence. The first one included extensive supplementation of the gold-
embroidered background surface with golden threads. This intervention is 
easily observed as the arrangement of the embroidery is different to the 
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authentic one. The second intervention, mainly includes renovations on the 
cross-in circle motifs232. 
Thessaloniki epitaphios was discovered in 1900, by Kondakov in the 
post-Byzantine church of Panagia Panagouda, in Thessaloniki.  In 1912, the 
epitaphios was taken to Athens and became part of the Byzantine Museum of 
Athens. In 1994, the epitaphios returned in Thessaloniki and it is now part of 
the Byzantine and Christian Museum of the city.  
The linkage of the iconography of the epitaphios with that of the 
monumental paintings of the same style executed by Thessalonican artists 
leads the scholars to attribute the epitaphios’ production to Thessalonican 
workshop more likely than a Constantinopolitan233.  
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2. The Epitaphios from Anastasios and Maria Valadoros collection234. 
Dimensions: 199 x 123 cm. 
Chronology: early 14th c. 
Present location: Benaki museum, Athens. No 46343 
 The Benaki epitaphios obviously is an excellent example of the 
liturgical style and an exceptional paradigm of the Palaiologan embroideries. 
This particular object has never been published before and the first time was 
in the exhibition that took place in Benaki museum where the entire collection 
of Anastasios and Maria Valadoros is now part235.   
 The direct association with the Thessaloniki 
epitaphios (A1) is inevitable. The similarities 
these objects share are striking.   In the center 
prevails the dead Christ-Amnos in a pose 
similar to the Christ on the Thessaloniki 
epitaphios. The halo, the abbreviations, the 
bended head of Christ, the crossed hands over 
the loincloth and the feet of the figure are 
executed almost identical. Above Christ’s head 
is embroidered in circles the abbreviation IC 
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XC: Jesus Christ. On the upper zone, there are, from left to right, two deacon-
angels holding rhipidia and two mourner-angels, each one identified by the  
abbreviation ΑΓΓ ΚΥ: Angel of the Lord. As in the Thessaloniki 
epitaphios the last one in the right expresses his sorrow by 
touching his face. Similarly, on the four corners there the 
evangelists holding gospel book, and each one is identified with 
an inscription of his name236. The rest of the background is filled 
with crosses-in-circle in various sizes found also in the Uros 
Milutis epitaphios (A3), the San Marco (A12), and the Achrid (B1) 
one, all coming from the 14th century. Due to deterioration, the 
background silken textile is entirely lost and the embroidery it 
now appears directly on its linen backer237.  A slightly simplified 
of the cross-in-circle motif compared to that in the Thessaloniki 
epitaphios (A.I-6.4), runs the border of the Valadoros epitaphios. 
  Anastasios Valadoros (1911-1995) and Maria Valadoros 
(1923-2007), were merchants of hieratic textiles and very educated 
persons. Hundreds of various objects constitute the very 
important collection which was donated to the Benaki museum, 
with the Byzantine epitaphios being the most important one238.  A 
full study of the object condition and conservation is going to be published by 
the Benaki museum which will enlighten us with the valuable information 
about details on the technique of manufacture, possible identification methods 
and the conservation course.  
The Valadoros epitaphios surprisingly adds by its presence one more 
example of the same high-quality gold-embroidered epitaphioi of the same 
level with the most important and unique until now, Thessaloniki epitaphios. 
 
                                                             
236 Drandaki A., 2015, p. 11 
237 Drandaki A., 2015, p. 10 
238 Drandaki A., 2015, p. 1 
 
Border 
decoration. 
Compare with 
designs given 
by Theochari 
A.I-6.4. 
3nd Chapter: The Western coast of the Black Sea – “Handprints” of Byzantine 
epitaphioi. 
 
69 
 
3 The Aër-Epitaphios of Stefan Uros II Milutin. From the Velika Remeta 
Monastery, Fruska Gora, Serbia239. 
Dimensions: 72 x 143.5 cm, or 132 x 210 cm with the border. 
Chronology:ca. 1321 (The velvet border was added in the sixteenth century240 
Present location: Museum of the Serbian Orthodox Church, Belgrade. 
 
 
 The Epitaphios of Milutin 
Uros, belongs to the liturgical 
type, following a more austere 
depiction and it is one of the 
earliest surviving epitaphioi. It is 
indissolubly bound with king 
Stefan Milutin II Uros who was 
the ruler of Serbia from 1282 up to 
1321. On the lower part of the 
embroidery, under the feet of 
Christ, is embroidered an 
inscription in Slavonic: 
“Remember Oh God, the soul of your 
servant Milutin Uros”241.  At some 
point seems that the king’s 
widow Simonida242 gifted the 
textile to the monastery of 
Krusedol in Fruska Gora243, from 
where it was taken, most 
probably by refugees trying to save it from the Turks244. The epitaphios is 
attributed by the scholars to a Constantinopolitan workshop245. 
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This object aggregates many interesting elements that differentiate it 
from most of the Byzantine epitaphioi. First of all, it is made in order to be seen 
vertically instead of the predominant horizontally depiction. In this way, Christ 
seems to be standing full-frontal, rather than lying with His face in three-
quarters. Where a loincloth should be, there is an aer that covers the lower part 
of the body. This is an element that is known for the depiction of the Christ in 
the form of Melismos-Amnos (Lamb), resembling the covering of Bread and 
Wine upon the Altar246.  
The embroidery is made upon a dark red silk. Silk threads of green, 
purple, red, ochre and white are used in the composition along with gold and 
silver, threads. Around Christ, are depictions of two cherubim and six angels 
symmetrically placed. The background red silk is filled with little crosses in 
circles and others, a little bigger247. Borders around the main composition are 
decorated with crosses-in-circle connected in between with floral motifs. This 
pattern for the borders is the earliest existing paradigm which formed a base 
for the subsequent decorations248.   The outer velvet borders are a subsequent 
import of the sixteenth century249.  
The Milutin Uros epitaphios it is often associated with the Vatopedi (A8) 
and Pantkrator (A9) epitaphioi, and along with the Vattra-Moldovitei (C7) 
epitaphios, consists the first stylistic group (1a) according to Millet.  Yet, more 
recent studies brought to light another object which is almost identical.   The 
Princeton Epitaphios (A4) was for the first time presented in the university’s 
exhibition in 1986 with the title: Byzantium at Princeton, with the relevant 
publication book. The description and analysis of the object follow250.  
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4. The Aër-Epitaphios of Michael Kyprianos251.  
Dimensions: 86 x 149 cm. 
Chronology: ca. 1300–1330. 
Present location: The Art Museum of Princeton University 
 
 
The strong similarity of the 
Epitaphios of Kyprianos, with that 
of Milutin Uros (A3), led the 
scholars to date the object around 
the first quarter of the fourteenth 
century. It is not clear in which 
way the object got to be included 
in the Princeton collection, but the 
information given by the official 
site of the Princeton University 
Art Museum refers to it as Gift of 
Mr. Sherley W. Morgan, Class of 
1913, and Mrs. Morgan252. Curcic 
refers with certainty that the object was purchased in Constantinople, but it is 
also assumed that came from the monastery of Panagia Soumela in Trebizon253.  
The epitaphios is slightly larger than the Milutin Uros (A3) one and lacks 
the crosses-in-circle in the background. Instead of crosses, the background is 
filled with embroidered stars. On the other hand, the position of cherubim and 
the angels along with the embroidered inscription Aghios is written three times 
symmetrically on the left and right of Christ, are almost identical in both 
objects.  
Due to deterioration and previous intervention, the differentiations in 
the technique are obvious from part to part. The body seems of lower quality 
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compared with the rest embroidery of the object254. The main figures and 
ornamentals seem to have been transferred from the original red silk of satin 
weave background, mounted on the new dark red velvet textile, which consists 
of three parts are sewn together.   Also, the inscription in the power part, in 
Greek presents some questions. The words are connected and in the wrong 
order: 
“ΜΙΧΑΗΛΤΟΥΚΥΠΡΙΑΝΟΥΨΥΧΗΝΤΟΥΔΟΥΛΟΥΣΟΥΜΝΗΣΘΗΤΙΚΕΤΗΝ”, 
which most probably intended to say: “Remember, O Lord of thy servant Michael, 
the son of Kyprianos”. It is certain that the person that tried to restore the object 
lacked the Greek language knowledge and did not follow the appropriate 
conservation course of work255. The Uros Milutin epitaphios (A2) bears as we 
saw a similar commemorative inscription. We find such inscriptions also AT 
Chilandari 1(A5) and the Studenica epitaphios (A14)256.  
Curcic argues that both these epitaphioi were not only meant to function 
differently in contrast with the regular use of epitaphioi, but they should 
constitute another separate multifunction category. He also says, based on the 
epigraphs, that both objects were gifted in the memory of the referred person 
(king Milutin and Michael) by their loved ones after their death. In conclusion 
he associates the border decoration with the Vatican Sakkos (or the so-called 
Dalmatic of Charlemagne, A.I-6.4) and the Thessaloniki epitaphios257. Theochari 
gives us an overall perspective of those patterns through drawn schematics (A.-
I 6.5) 
 
 
 
 
 
 
 
 
 
                                                             
254 Schilb H., 2009, p.248 
255 Curcic S., 1986, p.137 
256 Curcic, S., 1989, p. 252, note7. 
257 Curcic, S. 1986, p.137 
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5. The aer-epitaphios of the church Agios Georgios in Ormylia, Chalkidiki258. 
Dimensions: 
Chronology: 14th c. 
Present location: Tower of Ouranoupolis. 
 
The aer-epitaphios has drawn limited attention. It was presented only 
once in an exhibition in the Tower of Ouranoupolis in Chalkidiki, 1992259, and 
since then there has been no other reference about it. The epitaphios 
concentrates very interesting characteristics which seem to combines elements 
from the type of Thessaloniki epitaphios (A1) and the Uros Milutin (A3). On a 
red silk background lies the body of the dead-Christ- Amnos in a form similar 
to the Thessaloniki’s one (A1), when above and under Christ are positioned 
symmetrically opposed, six mourner-angels and crosses-in-circle which fill the 
rest of the background similarly to those of the Uros Milutin one (A3). Also little 
gold-embroidered circles interposes between the background decorations. The 
embroidery is of high quality and the angelic figures express their sorrow 
dramatically with their extreme gestures. The interesting part is that the single 
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abbreviated inscription (IC XC) along with the angelic figures, are made to be 
seen vertically instead of the Christ’s figure which is horizontally arranged.  
It is obvious from the photo that the epitaphios is in a poor condition. 
Moreover, the surface bears stains of wax, and authentic material losses. The 
authentic border that once run around the central panel has probably been 
replaced with stripes at some point in the past. There is no more information 
concerning this particular and rather important epitaphios. But the style it 
follows and the highly executed embroidery work places the epitaphios to the 
Palaiologan period260. Such an interesting and important gold-embroidered 
epitaphios should be thoroughly studied and conservation work is also 
essential if up to now none of them took place. 
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6. The Aër-Epitaphios of the Church of Agios Athanasios261. 
Dimensions: 144 x 122 cm. 
Chronology: early 14th century. 
Present location: Church of Agios Athanasios, Kymi, Euboea. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The Aer-epitaphios of Agios Athanasios has not been very well-studied 
by the scholars. The poor condition of the object makes even harder for the 
present study to make some serious analysis that could overcome the existing 
sources and produce new information or remarks. 
The figure of Dead Christ lies on a stone slab in a semi-profile position 
as in the Thessaloniki epitaphios, with his hands crossed over His waist. In the 
background behind the body of Christ, there are two deacon-angels, holding 
rhipidia and third in the mourner form, with his hands covered. On the four 
corners are distinguished the symbols of the Evangelists.   
The borders around the central scene, are filled with medallions of 
saints. Depending on the iconographic style of the scene we observe that the 
Agios Athanasios epitaphios lacks of the dramatic sense that the Thessaloniki 
epitaphios (A1) bears. Also, as it is referred previously in this chapter, the 
Thessaloniki epitaphios gives the sense of a golden object, while in the Agios 
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Athanasios epitaphios the silken colored threads seem to prevail262. Still that 
could be the outcome of deterioration and damage. 
Although, as it is obvious, the object is in a very bad condition, it is easy 
enough to find some strong similarities with other objects. Laskarina Bouras 
refers to the Agios Athanasios epitaphios as the closest to the Thessaloniki 
epitaphios and puts it in the Palaelogan group of objects along with the Milutin 
Uros (A3) and the Princeton epitaphioi (A4)263. This is a conclusion that is easily 
drowned by the comparison of the iconography.  Moreover, Schilb refers to the 
argument of Muthesius, that it was the product of the Palaelogan Imperial 
workshop, but it is not known for sure if such a workshop ever existed264.  
Perhaps, the Agios Athanasios epitaphios, depending on the 
iconography, could be placed in the Millet’s group 1c, along with the 
Thessaloniki epitaphios (A1)   and the John of Skopje (A7) one, analyzed below. 
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7. The Aër-Epitaphios of John of Skopje (Millet: Chilandar 1)265. 
Dimensions: 198 x 125 cm. 
Chronology: ca. 1346. 
Present location:  Chilandar Monastery (Serbian), Mount Athos. 
 
 
The epitaphios of John of Skopje is an example of the liturgical style. 
Millet places it in the group (1c) (Chilandari 1)266. It is iconographically (and by 
the ornamental patterns267) associated with the Thessaloniki epitaphios and as 
referred before, share many similarities with the Agios Athanasios (A6) 
epitaphios. In fact from a first view of the object, someone could say that it is 
closer to the latter than to Thessaloniki epitaphios. The use of silk colored 
threads is a strong element to base this argument. Based on the technique and 
the ornamental motifs, the Chilandari 1 is supposed to have been created in the 
same workshop with the Thessaloniki epitaphios (A.-I 6.5)268, something that of 
course remains to be further studied.  
In the central scene, the body of the dead-Christ lies on a stone slab. His 
arms are folded on His abdomen, a characteristic found also in the 
                                                             
265 Photo taken from: http://plastanica.blogspot.gr/2013/01/xiii.html  
266 Millet G., 1939,p. 87 
267 Bouras, L., 1987, p.213 
268 Zographou-Korre K., 1985, p. 69 
3nd Chapter: The Western coast of the Black Sea – “Handprints” of Byzantine 
epitaphioi. 
 
78 
 
Eudaimonioannes (A16) epitaphios and the Aer-epitaphios of Euphemia and 
Eupraxia (C2) as it will be referred below. This comes to contradict with the 
pose of Christ in the Thessaloniki epitaphios where His hands are crossed over 
his loincloth. Behind the body of Christ, there are three deacons-angels 
standing on the right and two angels flying in the form of mourners, on the left. 
Dramatically as they depicted, they have their hands covered with their cloth 
wiping out their tears269. On the four corners, there are the Evangelist’s’ 
symbols holding gospel books. The borders around the central scene seem to 
have been added at some early point, after the creation of the main scene. The 
border is divided into smaller panels, where are depicted theological scenes, 
such as the Baptism, the Annunciation, the Anastasis, the Raising of Lazarus 
and others. This subsequent addition is an example of the Serbian embroideries 
to have been following their Constantinopolitan models and also associates the 
Chilandari 1 again with the Thessaloniki epitaphios (A1) 270 and the Agios 
Athanasios (A6) one.  
The inscriptions this object bear are many and constitute vital source of 
information. Above the body of Christ is given the title in Slavonic: 
“Lamentation of the Grave”, an element that probably is the earliest known271.   A 
part of the first stasis of the Epitaphios Threnos Troparion is embroidered 
above the angels and deacons heads272: In a tomb, they laid you, O Christ, the life. 
The angelic hosts were overcome with awe and glorified your condescension273 . In the 
same space, on the right, there is also the inscription: You slept, O Christ, like a 
terrible lion in the tomb. It seems that is part of the Jacob’s prophecy (Genesis 
XLIX.9)274. Under the stone slab lies the beginning of the Trisagion: Holy God, 
Holy Mighty, Holy Immortal, have pity on us… The inscription goes on scattered 
referring to parts of troparia and hymns. 
                                                             
269 Radovanović J., p.169. 
270 Johnstone P., 1967, p.79-80 
271 Millet G., 1939,p. 95 
272 Millet G., 1939,p. 96 
273 English translations of the inscriptions given by Schilb H., 2009, p.265-267.  
274 Millet G., 1939,p. 96 
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The first dedicatory inscription is on the bottom of the central panel also 
in Slavonic and refers to John of Skopje: Holder of the first seat, Skopje, I, humble 
John present my offering to my (Christ) who gives life. It is certain that the patron of 
the epitaphios was John of Skopje the archbishop. But here lies a very 
interesting element. On the lower border, which seems to be a subsequent 
addition to the garment, there is an inscription in Greek which reminds as the 
inscription of the Milutin Uros (A3) and Princeton (A4) epitaphioi. It says: 
Μνήσθιτη, Κ(ύρι)ε την ψυχή του δούλου σου Ιω(άννου) αρχιεπισκόπου Σκοπίων 
αμήν275. Meaning:  Remember, Lord, the soul of your servant John the archbishop of 
Skopje Amen. If we take for granted that such an inscription could refer to the 
person after his death as in the Milutin Uros and Princeton epitaphioi, then this 
inscription helped the scholars date the production of the epitaphios and the 
additional borders.  It seems that the Serbian prince Stephan Dusan after his 
coronation in 1346, one of the first things he did, was to visit Mount Athos and 
the Serbian monastery of Chilandari, somewhere in 1347-48. It was probably 
Dusan who brought the original Chilandari 1 epitaphios (with the first inscription 
in Slavonic) with him and donated to the monastery. The additional Greek 
inscription and borders may also have been added at the same time and after 
the death of the archbishop John276.  
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8. The Epitaphios of the Emperor John Kantakouzenos277.  
Dimensions: 163.5 x 106.5 cm 
Chronology: 1354. 
Present location: Vatopedi Monastery, Mount Athos. 
 
The Vatopedi epitaphios or the Katakouzenos epitaphios has been 
identified as the predecessor of the Pantokrator (A9) analyzed later below. The 
epitaphios follows the liturgical style and it could be included in the Millet’s 1a 
group as the Pantokrator (A9) does278.A blue silk textile constitutes the 
background base for the excellent embroidery. The dead Christ is lying directly 
on the background, bears a halo with a cross and has His hands crossed over 
his loincloth. In the four corners of the central scenes, there are four angels 
(bust) in the form of deacons with rhipidia, separated by decorated arcs. The 
background is filled with gold-embroidered crosses-in-circle which are 
connected with small medallions with smaller crosses inside. A little different 
is the motif that the outer borders and the arcs follow, as the crosses-in-circle 
are connected with acanthus leaves embroidered with green silk threads279. 
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278 Millet G., 1939,p. 87 
279 Theochari M., 1996, p. 421. 
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Chrysonema in kavaliki stitch (pinned) is used for the main embroidered 
figures, the halos in kamares stitch and orthe riza (straight stem) for the 
decorative elements. The figure of Christ is worked on silver-wire metal 
threads280. The faces are worked with finest silk threads of wheat-like color, 
while for the hair and beards with orange and black threads. Red silk threads 
are used for the wrinkles and the contour281.  
Above the Christs’ halo, there is an inscription 
in Greek that says: ΙC XC/ O BACIΛEYC / THC 
ΔOΞHC: Jesus Christ the King of Glory. Under the feet of 
Christ (fig. 31) it is given the date and origin of the 
epitaphios, as it says: +ΔΩΡΟΝ/ΕΥCEBOYC 
BACIΛEΩC KAI/ AYTOKΡΑTΩΡΟC ΡΩΜΑΙΩΝ/ 
ΙΩΑΝΝΟΥ ΤΟΥ ΚΑΝΤΑΚΟΥΖΗΝΟΥ: The gift of the 
devout King and Emperor of the Romans John Kantakouzenos, and under that the 
monogram of the monastery: ΤΟΥ ΒΑΤΟΠΕΔΙΟΥ: Of Vatopedi282.  
There is a story about the object. It seems that Paul of Aleppo saw the 
Vatopedi epitaphios in Moldavia when he visited Iasi in 1653. The possibilities 
are multiple. Either the reference is about the same object and remains to us to 
clarify why and when it got there and returned, or that there is an identical 
epitaphios still in Moldavia283. Either way, the epitaphios of John 
Kantakoyzenous is one of the finest examples of the liturgical type of 
embroidered epitaphioi. 
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9. The Aër-Epitaphios at the Pantokrator Monastery284. 
Dimensions: 172 x 131 cm. 
Chronology: mid-14th century. 
Present location:  Treasury of the Pantokrator Monastery, Mount Athos 
 
 
 The Pantokrator epitaphios is an example of the liturgical type, with the 
Eucharistic depiction of the dead Christ285.  
 Upon the dark-red silk fabric, lies the figure of the dead Christ with 
hands crossed over His loincloth, while bears a halo with a cross.  His feat 
seems to deposit on a different ground which resembles a mosaic. On the four 
inner corners, in arcs, are depicted four angels in the form of Deacons, holding 
rhipidia in a blessing position. The zone around the central depiction and the 
arcs are decorated with crosses-in-circle with acanthus motifs between them 
(A.I-6.6). The green silk core of the leaves adds color in the composition. The 
embroidery is worked with thin gold wire threads. 
                                                             
284 Photo taken from: Theochari, M., 1997, p.473. 
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The background around the figure of the Christ is filled with alternating 
crosses and crosses-in-circle in two sizes286. The outer zone consists of brocade 
silk in the same color with the background and golden stripes for the outlines. 
Also, on the four outer corners, there are crosses made of the same stripe used 
in the outlines. This brocade silk seems to be the base for the main gold-
embroidery which is sewed on it287, but it could also be an old intervention. 
Behind the halo of the Christ, is embroidered with gold threads, the 
epigraph: IC.XC. O BACIΛΕ/ΥV ΤΗC ΔΟΞΗC (Jesus Christ the King of Glory). The 
arrangement of the epigraph along with the iconography followed in the 
Pantokrator Epitaphios, led many scholars to associate this particular object 
with the Aër-Epitaphios of Milutin Uros (A3), Epitaphios of Vatra-Moldovitei 
(C7), and the Vatopedi (A8) epitaphios described previously. In fact, Millet puts 
that three epitaphioi in his first group (1a)288, characterizing the Pantokrator 
epitaphios as simpler, depending on the background work, in contrast with the 
Milutin Uros epitaphios (A3)289.  
According to Theochari, the Pantokrator epitaphios resembles the 
Vatopedi (A8) one, so much that she believes to have been copied. She explains 
the presence of the mosaic depiction under the feet of Christ, as the 
embroiderer’s discomfiture in front of the fact that in that place in the Vatopedi 
epitaphios (A8), lies the epigraphy of the item. She also believes that the 
Pantokrator epitaphios is the product of an Athonate workshop, something 
that remains to be proved290. 
As the epigraph is embroidered in a way to be read vertically, scholars 
assume that this Aer-Epitaphios meant to function upright during the Great 
Entrance, as the deacon carried it over his back. Still, the iconography is 
arranged in a way so to make sense either horizontally or vertically291.   
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10. The Aër-Epitaphios at the Holy Monastery of the Metamorphosis292. 
Dimensions: 170 x 116 cm. 
Chronology: late 14th century. 
Present location: The Holy Monastery of the Metamorphosis, Meteora, 
Kalambaka. 
 
 
 The Aer-epitaphios of Meteora is an excellent example of the symbolic-
liturgical style of the Palaeologan period. Predominantly the dead body of 
Christ is positioned directly on the dark red silk background, which is filled 
with gold-embroidered stars. Characteristic is the position of the hand of Christ 
“open” and upon his haunch and loincloth. 
The eschatological sense is given through the symbolic depictions of the 
celestial powers, such as the two angels (mourners) flying above the dead 
Christ on the right, a deacon-angel above the body and one under it, the 
seraphim on the lower and centric part, as well as the multicolored thrones293. 
The very well-preserved object allow us to study the many differed colored silk 
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threads used. Light blue, orange, black, brown, green and others are used in a 
great range giving the composition a special vitality. On the four corners, 
insight arcs, are depicted the symbols of the Evangelists holding gospel books.  
The light colored silk threads used for the body of Christ, projects and 
prevails in the composition as it lightens from some source of light. This is an 
artistic and high-quality ability that many Byzantine embroiderers share. 
Above the Christ’s halo lies the inscription: IC XC O EΠΙΤΑΦΙΟC 
ΘΡΗΝΟC: Jesus Christ the lament of the Grave. A very interesting element is that 
the borders of the object are filled with the following text with the beginning 
from the side of the Christ’s head: ΤΗΝ ΦΟΒΕΡΑΝ CΟΥ ΒΑCΙΛΕΥ 
ΔΕΥΤΕΡΑΝ ΠΑΡΟΥCΙΑΝ ΠΙCΤΕΙ ΚΑΙ ΠΟΘΩ/ ΠΡΟCΔΟΚΩ ΕΞΙCΤΑΜΕ 
ΚΑΙ ΤΡΕΜΩ ΠΩC ΑΤΕΝΙCΩ CΟΙ ΚΡΙΤΑ ΠΩC ΕΙΠΩ ΜΟΥ ΤΑC ΠΡΑΞΕΙC 
ΤΙΝΑ ΜΕCΙ/ΤΗΝ ΧΡΕΙCΩΜΕ ΠΩC ΦΥΓΩ ΤΑC ΚΟΛΑCΗC ΑΠΑΓΟΡΕΒΩ 
ΕΜΑΥ/ΤΟΝ ΠΡΟ CΕ ΝΥΝ ΚΑΤΑΦΕΥΓΩ CΩCΟΝ ΜΕ CΟΤΕΡ ΔΩΡΕΑΝ ΔΙ 
ΟΙΚΤΟΝ ΕΥCΠΛΑΧΝΙΑΝ ΑΓΙΟC Θ(ΕΟ)C: I look for your awful Second Coming, 
O King, in faith and longing and I am filled with amazement and trembling. How will 
I look at you, O judge; how will I tell you my deeds; what mediator will I use; how will 
I escape Hell? I renounce myself; I turn to you now. Save me, O Savior, with the gift 
of your compassion, through your mercy, Holy God294.This symbolic text is the first 
time applied as a border and is frequently used by the embroiderers of the 
Meteora Monastery from the late sixteen century and on295. 
The origin of the production of the epitaphios is a subject of discussing 
among the scholars. It is mainly believed that it comes from a workshop at 
Ioannina296  were an embroiderer from Thessaloniki created it. In fact, it is said 
that Maria Angelina Doukaina Palaiologina donated the epitaphios to the 
monastery of Meteora where her brother was hegoumenos.  
                                                             
294 Translation given by Schlb H., 2009, p. 281 
295 As Vlachopouloy-Karabina refers, this is a text coming from Athonate manuscripts of the period 
between fourteen and sixteenth centuries.- Vlachopoulou –Karabina E., 2009, p. 93 
296 Theochari refers rather cautiously, to the possible existence of a workshop in the Epirus Despotate 
where at least after the Fall the gold-embroidery flourished, and refers to the Altar cloth of St. Marc in 
Venice and in the Berat epitaphios (A11) attributing them to a workshop in Epirus. – Theochari M., 
1986, p.8.  
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11. The Aër-Epitaphios from Stavroniketa Monastery297. 
Dimensions: 113 x 91.5 cm.  
Chronology: 14th–15th century. 
Present location: Stavroniketa Monastery, Mount Athos. 
 
 
The Stavroniketa epitaphios is a characteristic paradigm of the liturgical-
symbolic type, where is assembled the theological-eschatological meaning of the 
procession of the Great Entrance298. The gold-embroidery is worked on a silk 
red background, wherein the central scene the dead Christ-Amnos lies upon a 
shroud. Bears a halo with a cross and has His hands crossed upon the loincloth. 
Even if the iconography of the Stavroniketa follows the symbolic type of Christ 
as Amnos, exactly above his waste on the background there is the inscription: 
ΙC ΧC ΕΝΤΑΦΙΑCΜΟC: JESUS CHRIST ENTOMBMENT. This kind of 
inscription is rarer than the more common “The lament of the Grave”. We 
encounter the same inscription also in the Zólkiew epitaphios (C3), dated in 
1428 and the epitaphios of Stefan cel Mare (C8)  from the Putna Monastery 
dated in 1490299. 
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Two angel-deacons holding rhipidia in glorifying positions, stand over 
Christ with the inscription ΑΓΓ(Ε)Λ(ΟC) Κ(ΥΡΙΟ)Υ: Angel of the Lord. On the 
four corners of the central scene, there are the symbols of the Evangelists, each 
identified by an inscription. Around the central scene, there is a decorative 
border with the early motif of the crosses-in-circle interconnected with 
acanthus leaves. There is also an outer border, wider, decorated with cherubim, 
thrones, crosses-in-circle and little flower-like stars300.  
It seems that maybe due to deterioration at some point parts of the 
embroidery, transferred into the new red background. Especially, the fact that 
the shroud of Christ presented to be under the two lower arches’ decorative 
border, along with differences in the quality of the embroidery, strengthens 
that argument301.  
Millet in his group 1b has included similar to Stavroniketa other 
epitaphioi such as the Saint Marc (A12), the Achrid (B1), the Eudaimoniades 
(A16) and the Backovo (B2). Depending on the iconography it would be logical 
for the Stavroniketa epitaphios to be included in this group302. Moreover, we 
encounter here the very important early cross-in-circle motif in the same form 
and almost identical with the motifs of the Vatopedi (A8), Pantokrator (A9) and 
Achrid (B1) epitaphioi. Depending on the iconography and the particular 
decorative elements in relation with other epitaphioi, scholars suggested that 
the original parts of the decoration is dated somewhere in the late thirteenth to 
early fourteen century and the rest embroidery after the interventions 
somewhere around the early fifteenth century303.To conclude, the similarity 
between the decorative borders of the arcs of the Stavroniketa epitaphios, with 
that of the Vatican Sakkos (A.I, 6.4-6.5) in the neck area, is a very interesting 
information for someone to observe the connection and circulation of this art 
in the Byzantine period. 
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12. The “San Marco Aër-Epitaphios”304.  
Dimensions: 204 x 152 (center panel 159 x 109). 
Chronology: 14th century reworked in the 18th century. 
Present location: Cathedral of San Marco, Venice  
 
The San Marco aer-epitaphios as it is preserved today, is a typical 
example of the liturgical style, while, Millet includes it in his 1b along with the 
one from Achrid (B1), the Banchkovo (B2) and the Eudaimonoioannes (A16) 
epitaphioi305. Although it is traditionally dated to the fourteen century, the 
epitaphios have been subjected to heavy intervention306. This perhaps took 
place in the period between the 1735 and 1757, as written sources of the 
Basilica’s archives suggest, and refer to a similar or the same item worked in 
crimson silk307.  Unfortunately, after that, anything said for this object might be 
characterized as, at least, debatable.  
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306 Zographou-Korre K., 1985, p.72 
307 Schilb H., 2009, p.291. 
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Nevertheless, it is almost certain, that the only original parts left are the 
figure of Christ, the faces, and hands of the angel-deacons and the faces of the 
symbols of the four Evangelists.  There is no gold-embroidery left and no 
inscriptions except for the IC XC: Jesus Christ, in two lines over Christ’s’ halo. If 
we assume that there were any of those elements ever existed on the original 
epitaphios. The presumably gold-embroidery have been replaced by silken 
threads and the whole composition was reapplied on a light yellow silk 
background with additional borders308.  
If we accept that the present look of the item is the one depicted in the 
figure above, then it is easily associated with the Savroniketa (A11) epitaphios 
which, as mentioned earlier, is also a reworked item.  
To conclude, a very interesting iconographical elements must be 
mentioned. There is an unusual depiction of a Gospel Book that Christ bears 
under his crossed arms. As Johnstone and Zographou-Korre point out, there 
was the tradition to place a Gospel Book in the bishops’ and priests’ tombs309. 
Another interesting aspect is the one that Schilb drugs from Hans Belting 
argument, saying that during the procession of the Good Friday an aer used to 
cover the Gospel. The argument goes on with a reference to the earlier existing 
mention to that act which dates in 1346. In this way, there is a terminus post quem 
for the production of the original parts (if in those is included the Gospel), 
dating it not far before or after 1346 and a unique representation on an 
epitaphios310. 
 
 
 
 
 
 
 
 
 
                                                             
308 Johnstone P., 1967, p.120 
309 Johnstone P., 1967, p.120- Zographou-Korre K., 1985, p.72 
310 Controversial aspects of that fact, as Robert Taft argues that took place in the procession of the 
Holy Saturday and not on the Good Friday.- Schilb H., 2009, p.292 
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13. The Epitaphios of Georgios Arianites from Glavenica and Berat, 
Albania311.  
Dimensions: 218 x 118 cm. 
Chronology: 1376. 
Present location: National Museum of History, Tirana, Albania 
 
 The epitaphios of Glavenica is a unique object in general and specific 
when it comes for its iconography and most of all the inscriptions it bears. The 
analysis of the inscriptions took place in the second chapter (p.27), so in this 
part, only the iconography will be analyzed.  
 The unique iconography is characterized by the prevailing figure of 
Christ in the center on a folded Shroud, bearing a halo with a cross and with 
his arms open but on His thighs as in the Meteora epitaphios (A8). Above Him, 
from left to right, there are two mourning flying angels, worked in dramatical 
style, and three Saints holding unfolded scrolls. On the lower part, under the 
Christs’ body, there are four deacon-angels lining in a pose of respect and 
lament. The space around the Christs’ figure and among the other figures, is 
filled with rosettes and floral motif in alternation.   Twelve medallions decorate 
the border around the central scene, with the depiction of the “hetoimasia”, 
                                                             
311 Photo taken from: https://www.flickr.com/photos/132904067@N08/19750963382  
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seraphim, the evangelists’ portraits and other312. In the Chilandar 1 epitaphios 
(A7) we also encounter theological scenes depicted on the peripheral.  
  The extensive use of colored silk threads and the alternating of lighten 
and darken areas, is a special characteristic and gives vitality to the 
composition313. 
The Glavenica epitaphios is often attributed to a workshop placed in the 
Despotate of Ioannina314, but this remains a possibility for further study. The 
damages of the surface are many and severe, as it was kept in very improper 
storage conditions. The deterioration deprived us some important information, 
concerning the materials used, but the work with the colored silk and metallic 
threads is of high quality.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
312 Schilb H., 2009, p.296 
313 Stamati F., 2005, p.139. 
314 Theochari M.,1986, p. 8 
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14. The Aër-Epitaphios of Antonios of Heracleia315. 
Dimensions: 124 x 78 cm. 
Chronology: ca. 1439. 
Present location: Studenica Monastery, Serbia. 
 
 The Studenica epitaphios is one of the two items that Millet included in 
group 1d along with Euphemia and Eupraxia epitaphios (C2). It is of liturgical 
style and shares some similarities with the latter one. It is a pretty damaged 
object, as almost the whole dark silk background is lost, with the 
astari/supportive textile, to be now obvious.  
In the center, as usual, is depicted the body of dead Christ bearing a halo 
with a cross, and with his hands crossed over his waist. The figure is very big 
and almost touches the borders. Over Him, there are two deacon-angels 
symmetrically posed on the left and right and in between an angel with its hand 
up in a very theatrical pose. Under the figure of Christ there other two deacon-
angels, again symmetrically posed. The deacon-angels gives the sense of 
movement in a very much naturalistic way but with their faces rather 
                                                             
315 Photo taken from: Schilb H., 2009, p. 604. 
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inexpressive. The color that prevails here is the green-yellowish of the gold-
embroidery, a similarity obvious also on the Putna epitaphios (C6). 
In the space between the two lower deacons, lies the inscription in 
Greek: +ΩΣ Ο ΛΗΣΤΗΣ ΟΜΟΛΟΓΩ ΣΟΙ/ΜΝΗΣΘΕΤΙ ΜΟΥ ΚΕ ΕΝ ΤΗ 
ΒΑΣΙΛΕΙΑ ΣΟΥ/ΑΜΗΝ ΛΕΓΩ ΣΟΙ ΗΜΕΡΟΝ ΜΕΤ’ΕΜΟΥ ΕΣΗ ΕΝ ΤΩ 
ΠΑΡΑΔΕΙΣΩ: Like the robber I confess to you. Remember me, O Lord, in your 
kingdom.Verily, I say to you today you will be with me in paradise. The dedicatory 
inscription lies upon the right lower part, behind the deacon-angel’s back: 
ΜΝΗCΘΗΤΙ/ΚΕ ΤΗC ΨΥΧΗC ΤΩΥ /ΔΟΥΛΟΥ/ CΟΥ// ΑΝΤΩΝΙΟΥ 
ΗΡΑΚΛΕΙΑC:  Remember, O Lord, the soul of your servant Antonios of Heracleia. 
The first inscription is encountered also in other epitaphioi such as the Achrid 
(B1) epitaphios analyzed further below in this chapter.  
As for the dating of the epitaphios there are some controversial 
arguments. Millet associates this epitaphios with the Euphemia and Eupraxia 
(C3) one, in a level, to assume that maybe they came from the same workshop. 
With that as a fact, Millet gives a small list of the patriarchs of the period and 
rather logically assumes that the possible date of the epitaphios production is 
somewhere between 1371 and 1400, as there is a space with no patriarchs 
known name316. On the other hand, other scholars tend to support the 
possibility for metropolitan Antonios to have been the one who attended the 
council of Ferrara-Florence in 1438-39317. Either way, as there is no hard 
evidence for none of the refered aspects, it would be safe to date the epitaphios 
of Studenica generally in the early fifteen century.  
 
 
 
 
 
 
 
 
 
                                                             
316 Millet G, 1939, p.99 
317 Schilb H., 2009, p.328 
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15. The Aër-Epitaphios of John and Syropoulos (Chilandar 2)318. 
Dimensions: 176 x 140 cm. 
Chronology: ca. 1400. 
Present location: Chilandar Monastery, Mount Athos. 
 
 
In the second chapter of the present study, the characterization of an 
object “ahead of its time” has been given to this particular epitaphios, as it seems 
to have been one of the ancestors of the fully-developed-historical style, with the 
other to have been the Cozia (C1) epitaphios analyzed below. The rich 
epigraphy that this epitaphios bears is fully analyzed in the second chapter, so 
at this point, iconography is the issue. The fact that the Chilandari 2 epitaphios 
assembles so many different decorative and iconographical elements, makes it 
more difficult to include it in a group or even date it. Millet separates it alone 
in a group, exactly because of those particular elements319.  
                                                             
318Photo taken from:  http://plastanica.blogspot.gr/2013/01/xiii.html  
319 Millet G.,1939, p.102 
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The embroidery is worked on crimson red silk, which bears a lot of 
damages and losses. Most of the figures’ clothes are gold-embroidered, with 
the left myrrophoras’ clothes made of green silk threads. The inscriptions are 
scattered all over the surface, among the figures.  
In general, the technique is being characterized as inferior. There is an 
aer of similar quality, coming also from Chilandari monastery (A.I-6.4) from the 
same period with the epitaphios.  It depicts the Adoration of the Lamb 
(Melismos) and bears the characteristic decoration with the cross-in-circle motif 
with acanthus leaves in between320. 
In the center of the composition, the figure of the dead Christ on a stone 
slab prevails. With His hands over His waist wearing a light blue-gray loincloth 
and bearing a halo with a cross, Christ’s body is worked with light yellowish 
silk. The stone slab does not exactly follows symmetry, and behind it several 
figures stand. From left to right we have: evangelist John, Virgin Mary, two 
myrrophorai (mourning women) John the Theologan and the evangelist Mark, 
each one with the appropriate inscription above. This is the first depiction, at 
least among the previously mentioned epitaphioi, of the Threnos 
(Lamentation) on an embroidered epitaphios. The Virgin and John the 
Theologian are formally posed in a gesture of mourning with one hand 
touching the cheek, indicating early dating. However, the addition of the 
mourning women is an element found from the end of the fifteen century on. 
Above those central there are: a big cross, which usually encounter lat er on, 
but also the moon the sun and the sky. The addition of those elements points 
out the double meaning of the depiction that of the Eucharistic and the 
Eschatological. The same happens also in the Patmos epitaphios (A18), as we 
will see later on321. Johnstone associates the depictions of the flying angels, the 
thrones and the cherubim in the lower part, with those of the Thessaloniki 
epitaphios (A1) and the Chilandri 1 (A7) (middle fourteen century). On the 
                                                             
320 Bogdanovic D. et al, 1978, p. 126. 
321 Theochari M., 1988, p. 190.   
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lower part, there are the other two evangelists in full length (Luke and 
Mathew), again not inside arcs. 
This mixture of early and late elements applied in this epitaphios, along 
with an analysis of the inscription (given in chapter two), led the scholars to 
date the object between the late fourteen and early fifteen century, including it 
among the most unique epitaphioi in terms of iconography. Contemporary 
chemical analysis may provide us with results which will drive us to a more 
secure conclusion. 
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16. The Aër-Epitaphios of Nikolaos Eudaimonoioannes322. 
Dimensions: 140 x 85 cm. 
Chronology: 1406/7. 
Present location: Victoria and Albert Museum, London (Textiles and Dress 
Collection, 8278–1863). 
 
 
The Nikolaos Eudaimonoioannes epitaphios is one more example of the 
liturgical type of epitaphioi and Millet includes it in his group 1b referring to it 
as South-Kensington323.  Gajetanus M. Capycius324 published in 1756 his 
writings, refers for the first time in this particular epitaphios which he saw in 
the Santi Apostoli Monastery in Naples. He says that the epitaphios reached 
the monastery through Galata, near Sicily, where it was taken there by refuges 
trying to save it after the Ottomans occupied Peloponnese325. It seems that Dr 
Franz Johann Joseph Bock326, bought initially the epitaphios from Naples, and 
                                                             
322Photo taken from:  http://collections.vam.ac.uk/item/O83863/epitaphios-unknown/  
323 Millet G., 1939, p.90 
324 Gajetanus M. Capycius (1720-1794) was member of an aristocratic family of Naples, ordained a 
priest in 1744 and bishop in 1769. - http://www.wikiwand.com/it/Gaetano_Capece  
325 Johnston P., 1967, p. 121 
326 Dr Franz Johann Joseph Bock was a German ecclesiologist and collector who sold an important 
collection of textiles to the South Kensington Museum in 1862. 
http://www.vam.ac.uk/content/articles/d/dr-franz-johann-joseph-bock/    
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then sold it along with many other objects to the Victoria and Albert Museum 
of South Kensington327. 
The iconography follows traditionally a simpler version in comparison 
with the others of the same Millet’s group, although shows some interesting 
and of crucial significance, differences. The body of dead Christ lies on a stone 
slab or a shroud, bearing a halo with a cross and having His hands crossed 
upon His waist. Tow full-length deacon-angels standing one left to the head of 
Christ and one to the right of the legs of Christ, hold rhipidia with one hand and 
with the other touch their face in a gesture of lamentation328. This unique 
element, gives the deacons a double role in the iconography, that of deacons 
and mourners at the same time. The background crimson silk is filled with 
embroidered floral decoration which is another difference, not found in any 
other byzantine epitaphios329. On the four corners there are realistic 
representations of the four Evangelists insight decorated arcs, which 
constitutes another differentiation in comparison with the other of the same 
group. 
The underlying supportive textile is an unbleached linen or hemp (z-
spun), which now it can be seen due the damages the surface suffers. On the 
crimson red background textile (1/3 twill weave, warp yarn z-twist) the 
decoration is worked with silk threads on split-stitch for the body parts and 
with golden and silver threads of flat strips around a silk core (chrysonema) for 
the rest, in couched stitch330.  The shroud or stone slab is worked with black silk 
threads. But most of this intense color element is now damaged331.  
Around the borders runs the inscription in Greek:  + Ο ΕΥΣΧΗΜΩΝ 
ΙΩΣΗΦ ΑΠΟ ΤΟΥ ΞΥΛΟΥ ΚΑΘΕΛΩΝ ΤΟ ΑΧΡΑΝΤΟ ΣΟΥ ΣΩΜΑ ΣΙΝΔΩΝΗ 
ΚΑΘΑΡΑ/(ε)ΙΛΗΣΑΣ ΚΑΙ ΑΡΩΝΑΣΙΝ ΕΝ ΜΝΗΜΑΤΙ ΚΑΙΝΩ: ΚΗΔΕΥΣΑΣ 
ΑΠΕ{ΘΕ}ΤΟ :+/:ΤΑΙΣ ΜΥΡΟΦΟΡΟΙΣ ΓΥΝΑΙΞΙ ΠΑΡΑ ΤΟ ΜΝΗΜΑ 
                                                             
327 Woodfin W., 2004, p.316. 
328 Zographou-Korre K., 1985, p.72 
329 Woodfin W., 2004, p.317 – Woodfin W., 2012, p.xxviii. 
330 Buckton, D., 1994, p. 212 
331 Wace A., 1935, p.234  
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[ΕΠΙΣΤΑΣ:+:/Ο ΑΓΓ]ΛΟΣ [ΕΒΟ]Α ΤΑ ΜΥΡΑ ΤΟΙΣ ΘΝΗΤΟΙΣ ΥΠΑΡΧΕΙ ΑΡΜΟΔΙΑ 
ΧΣ ΔΕ ΔΙΑΦΘΟΡΑΣ ΕΔΕΙ/ΧΘΗ ΑΛΛΟΤΡΙΟΣ:+:ΔΕΗΣΙΣ ΤΟΥ ΔΟΥΛΟΥ ΤΟΥ ΘΕΟΥ 
ΝΙΚΟΛΑΟΥ ΤΟΥ ΕΥΔΑΙΜΟΝΟΙΩΑΝΝΟΥ ΑΜΑ ΣΥΜΒΙΩ ΚΑ(ι) ΤΩΝ ΤΕΚΝΩΝ 
ΑΥΤΟΥ ΑΜΗΝ ΕΤΟΥΣ, ςπΙΕ ΙΝ ΙΕ:  The Noble Joseph, having taken down from the 
wood your most pure body and having wrapped it in a clean sheet together with pure 
spices and laid it in a new grave. Seeing at the grave the myrrh-bearing women, the 
angel cried out, “Here are the ointments fitting for mortal beings, but Christ, having 
died, has revealed himself in another form.” Prayer of the servant of God Nikolas son of 
Eudaimonoioannes and his wife and children. Amen. In the year 6915(1406/7)332. As 
mentioned before in this chapter, the decoration of the borders with the 
inscription was not a steadfast practice, as we encounter it in a limited number 
of epitaphioi, such as the Meteora one (A10). 
The inscription provides us with the donor and the date. The name of 
the donor is associated with the aristocratic family of Monemvasia in Morea, 
Peloponnese. It is more than likely that Nikolaos Eudaimonoioannes is the 
same Nikolaos who played a crucial role during the negotiations before the 
council of Florence on the reunion of the two churches in 1423333.  
The differences that are observed, led the scholars to assign the 
epitaphios to a Peloponnesian workshop and not to a Constantinopolitan or 
Thessaloniki’s one, and most important to the one of the last of its kind. The 
last recorded epitaphios of that style (liturgical), meaning without the 
representation of Threnos, is the epitaphios of Zolkiev (C3) which is now lost334.  
 
 
 
 
 
 
 
 
 
                                                             
332 Woodfin W., 2004, p.316. 
333 Johnston P., 1967, p.121. 
334 Woodfin W, 2004, p. 317- Zographou-Korre K., 1985, p.72-73. 
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17. Epitaphios of Belgrade metropolitan Isidoros335. 
Dimensions: 117 X 171 cm 
Chronology: 1415-1423 
Present location: Monastery of Aghios Pavlos, Mount Athos. 
 
The epitaphios of Metropolitan Isidoros, is an object that didn’t draw 
much attention up to now. As the objects was under conservation in 2007, 
seems to gain its position among the other monuments of Byzantine 
embroidered epitaphioi. Based on the production chronology and the 
iconography, we could say that it is one of the earlier transitional examples 
from the liturgical to the fully-develped-historcal style336. Generally it is badly 
preserved. There is extended loss of the background silk textile due to 
mechanical stresses and deterioration of the metal threads, derived from the 
extended use of the epitaphios for six centuries (up to 1980) and the 
environmental factors effect on it337. An unusual phenomenon observed is the 
fact that the body of Christ is painted and not embroidered. Through the recent 
study, this seem to have been a latter renovation (unknown when happened) 
probably because the embroidery that preexisted was profoundly damaged338.  
                                                             
335 Photo from Kousoulou T., 2010, p.1. 
336 Mertzimekis N., 2012, p. 313.  
337 Kousoulou T., 2010, p. 2-3. 
338 Mertzimekis N., 2012, p. 314. 
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There are also modifications on the border of the textile in order to better serve 
during its use339.  
On the center of the epitaphios is depicted the symbolic representation 
of Christ-Amnos with a loincloth and a halo with a cross. He has his hands 
crossed over his torso and lies directly on the background silk without a 
shroud. Behind the halo is embroidered the abbreviation ΙC XC: Jesus Christ, 
while on the cross the Ο ΩΝ: He who exists. On the upper zone there are two 
full-length angels and in between a seraphim, while a cherubim flies above 
Christ’s legs. On the lower zone there are the figures of Virgin Mary in a seating 
position and John Theologan standing, as the embroidered epigraphy identifies 
in Cyrillic.  Their figural positions expresses their deep sorrow in front of the 
dead Christ. Between them there are two pairs of thrones. The rest of the 
background is filled with star-like flowers, while on the four corners are 
embroidered inside arcs the symbols of the evangelists340. The rest of the 
borders are decorated with embroidered medallions, where behind Christ’s 
head are depicted the prophets: Iezekel, Hesaia, Ieremias and Zachari. Right of 
the legs of Christ the saints: Basil, Athanasios, Gregorios the Theologos and 
John Chrysostomos.   Between the medallions are interposed diamond-shape 
decoration and a seraphim. On the upper border there is embroidered in 
Cyrillic part of Jacob’s prophesy341 , while on the lower border part of the 
troparion said during the procession of the Epitaphios Threnos. As it is pointed 
out by Mr. Mertzimekis the eschatological subject of these epigraphs are 
directly linked with the iconographic subject of this epitaphios342.  
The dedicatory inscription lies under the Christ’s legs: Ισίδωρος 
Μητροπολίτης Βελιγραδίου ”Isidoros Metropolitan of Belgrade”. The information 
about metropolitan Isidoros is limited in archives dated from 1415 and 1423 
something that justifies the dating of the epitaphios343. The epitaphios shares 
                                                             
339 Mertzimekis N., 2012, p. 315. 
340 Mertzimekis N., 2012, p. 316 
341 One of the oldest prophesies regarding the advent of Christ- Mertzimekis N., 2012, p. 316, note 14. 
342 Mertzimekis N., 2012, p. 316 
343 Mertzimekis N., 2012, p. 318 
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common characteristics with many other epitaphioi such as the Blagoevgrad 
epitaphios (B3), the Radauti epitaphios (C5), the Eupraxia and Euphemia one 
(C2) and the epitaphios of Zolkiev (C3)344.  
The origin of the epitaphios is a subject of debate. It is not known if 
metropolitan Isidoros donated the epitaphios directly to the monastery of 
Agios Pavlos or it was transferred there from Serbia or a Serbian metochi at some 
point345. Despite the fact that these are questions remaining to be answered, the 
epitaphios of metropolitan Isidoros is a new stop for the Byzantine 
embroidered epitaphioi research and has a lot more to reveal. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
344 Mertzimekis N., 2012, p. 317 
345 Mertzimekis N., 2012, p. 320 
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18. The Aër-Epitaphios at the Patmos Monastery (Patmos 1). 
Dimensions: 125 x 80 cm. 
Chronology: ca. 1460. 
Present location: The Monastery of Saint John the Theologian and Evangelist, 
Patmos, Greece 
 
 
 The epitaphios of Patmos monastery is mainly characterized by the 
liturgical style with additions of later decorative elements presented later on.  
 On the center lies the body of Christ-Amnos on a stone slab. He has his 
hands crossed over his waist and bears a halo with a cross, while above the halo 
is the abbreviation ΙC XC.   Behind his head and near his feat stand 
symmetrically two full-length angel- deacons holding rhipidia, identified by 
their inscriptions as the Archangels Michael and Gabriel. Above Him there is a 
cross and on the upper zone symmetrically positioned the cosmic symbols, the 
sun and the moon. The depiction of the scene is allegoric as it is meant to be 
understood as an act taking place both in earth and celestially346.  The same 
happens in the Chilandari 2 epitaphios (A15) where the same symbols of the 
cross, sun and moon are depicted pointing out in that way the double meaning 
                                                             
346 Theochari M., 1988, p. 192- Also photo taken by Theochari, 1988. 
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of the composition , that of Eucharistic and the eschatological one. The cross is 
both the “instrument” of condemnation and a symbol of victory347.  
Above Christ’s body lies the title Ο ΕΠΙΤΑΦΙΟΣ: The Epitaphios. The 
reddish silk background textile is filled with star-like decorative elements. On 
the lower zone lies the dedicatory inscription in Greek: + ΑΦΙΕΡΩΘΕΙ Ο 
ΠΑΡΩΝ ΑΜΝΟC ΕΙC ΤΟΝ ΜΕΓΑΝ ΝΙΚΟΛΑΟΝ ΤΗC ΜΕΓΙΣΤΗC ΠΑΡΑ 
ΤΟΥ ΠΑΝΙΕΡΩΤΑΤΟΥ Μ(ΗΤ)ΡΟΠΟΛΙΤΟΥ ΜΙΡΕΩΝ ΥΠΕΡΤΙΜΟΥ Κ(ΑΙ) 
ΕΞΑΡΧΟΥ ΠΑCΙC ΛΥΚΙΑC ΚΕ ΠΡΟΕΔΡΟΥ ΚΑΡΠΑΘΟΥ/ΚΕ ΝΑΞΙΑ 
ΜΑΤΘΑΙΟΥ348: This amnos was dedicated to the Great Nikolaos on the island of 
Megiste by the most holly and most honorable metropolitan of Myra and exarch of all 
Lycia and chairman of Karpathos and Naxia, Mathew.  
Metropolitan Mathew was abbot of the monastery of Saint John the 
Theologian and Evangelist, during the period 1454 and 1460. This was the 
period (1454-1522) that many metropolitans from Asia Minor reached Patmos 
after they were purged by the Turks. But this epitaphios is unlike to be 
attributed in an Asian Minor workshop. There are elements as the pose of 
Christ, the rendering of the cloths of angels, and the cross that could be 
characterized as of Western influence.  Moreover a manuscript of that period 
makes it clear that the donation took place in 1460 (Patmos codex 75) where 
there is the dedication of the donor Mathew349.   
There is also another similar epitaphios (A.I- 6.7) of the same 
iconography and technique in the monastery. Both items present similarities 
with the Eudaimonoioannes epitaphios (A16). 
 
 
 
 
 
 
 
 
                                                             
347 Theochari P., 1988, p. 190 
348 Theochari P., 1988, p. 192 
349 Theochari P., 1988, p. 191 
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B. BULGARIA 
 
1. The Aër-Epitaphios of Andronikos Palaiologos from the Church of Saint 
Kliment, Ahrid350. 
Dimensions: 117 x 197 cm.  
Chronology: 1282–1328? 
Present location:  National History Museum, Sofia, Bulgaria (29231). 
 
 
 
 
                                                             
350 Photo taken from:  Schilb H., 2009, p.579-580 and 
http://plastanica.blogspot.gr/2013/01/xiii.html  
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 The Achrid epitaphios is probably one of the most important epitaphioi. 
For many scholars it is considered to be the oldest surviving one along with the 
previously analyzed of Milutin Uros (A2). The inscription it bears, manifests 
Emperor Andronicus II Palaeologus as the donor of the epitaphios (1282-1320).  
The inscription is centralized under the Christ’s body: + ΜΕΜΝΗCΟ 
ΠΟΙΜΗΝ ΒΟYΛΓΑΡΩΝ ΕΝ ΘΥCΙΑΙC¨/ΑΝΑΚΤΟC ΑΝΔΡΟΝΙΚΟΥ 
ΠΑΛΑΙΟΛΟΓΟΥ: Shepherd of the Bulgarians, remember during the sacrifice the 
ruler Andronicus Palaeologus351.  As shepherd of the Bulgarians is manifested the 
archbishop Gregorios (r. 1313-28)352. 
Stylistically, the Achrid epitaphios is the typical, if not the first known, 
of the liturgical style, with Millet including it in his group 1b, along with San 
Marco (A12), Nickolaos Eudaimonioannes (A16) and Banchkovo (B2) 
epitaphioi353. In the center lies the dead Christ on what is seems to be an altar 
with a luxurious textile on it. He has His hands crossed over His loincloth, 
bearing a halo with a cross. In each side over and behind the altar, there are two 
deacon-angels, in severe pose, lining toward the Christ’s body, holding rhipidia. 
On the four corners insight arcs, are depicted the symbols of the evangelists, 
with that of Mark on the lower left side to have been replaced by a piece of an 
aer, probably due to previous damage354. The red silk ground is filled with the 
cross-in-circle motif. Even if the object has lost a lot of its original material it is 
obvious355 that once was an excellent gold-embroidered liturgical textile, as it 
consists of high quality gold, silver and colored silk threads356. 
The epitaphios was once disappeared in the period after the war of 1914-
18 but it is now preserved in the National History Museum of Sofia357. In a very 
bad condition as it was, conservation was important, so it begun in 1991 and 
                                                             
351 Woodfin W., 2004, p.314 
352 Woodfin W., 2004, p.315 
353 Millet G., 1939, p.89 
354 Woodfin W., 2004, p.314 
355 The three figure presents the object in its primal condition, during the conservation process and 
after that. 
356 Woodfin W., 2004, p.314 
357 Johnstone P., 1967, p. 117 
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lasted until 1996, in the museum’s laboratories.  The piece (aer) that covered 
the evangelist’s Mark position, was removed during the conservation process, 
and brought to light that the part was missing. Now the aer it’s part of the 
museum’s collection358.  
The epitaphios is supposed to have been created in an imperial 
workshop in Constantinople, but there are some other hypothesis too. 
Depending on the similarities in the border decoration, the cross-in-circle motif, 
with the one that the Milutin Uros (A3) epitaphios bears (A-I, 6.5), led some to 
wonder whether or not existed a Macedonian workshop359. Either way the 
assumption that Andronicus II Palaeologus donate the epitaphios to the 
cathedral of Saint Sofia360 because of the relation he shared with the 
Archibishop Gregory, seems to predominate. Moreover, the date 1313 is for 
some scholars a terminus post quem for the production of the Achrid 
epitaphios361.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
358 Woodfin W., 2004, p.314 
359 Johnstone P., 1967, p. 118. –Millet,, 1939, p. 90 
360 In the fifteenth century the epitaphios was transferred to the church of Virgin Peribleptos in Achrid 
(today St. Clement), as the cathedral became a mosque. 
361 Schilb H., 2009, p. 240. 
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2. The Aër-Epitaphios of Mathew and Anne from the Bachkovo Monastery362.  
Dimensions: 165 x 115 cm. 
Chronology: 14th century. 
Present location: National Ecclesiastical Museum of History and Archaeology 
of the Holy Synod of the Bulgarian Orthodox Church, Sofia (no. 6415). 
 
The epitaphios of Mathew and Anna, called here Banchkovo epitaphios, 
is one of the four in Millet’s 1b group, and one more example of the liturgical 
style. The similarities with the Achrid (B1) epitaphios are striking at first sight, 
still does not follow the exact quality formula with the latter, as many of the 
details in the depictions are absent. On the iconography, the formula is the 
same with the others, with the body of dead Christ laid on the stone slab, with 
His hands crossed over His loincloth and a halo with a cross. A very interesting 
variation is observed in the full-length deacon-angels, who stands behind the 
stone slab, lining over the Christ, holding rhipidia, as their feet are seen under 
the slab363. This element lives the sense of a floating stone slab, and a sense of 
depth in the composition which do not encounter in any other epitaphios in the 
same form. Also, on the four corners are depicted the symbols of the evangelists 
                                                             
362Photo taken from:  http://occultportal.com/matdet.php?id=316  
363 Millet G., 1939, p.91 
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insight arcs with their names inscribed. Last, the background crimson silk is 
filled with the motif of cross-in-circle364, and as it is obvious suffers a lot of 
damages. 
Between the two deacon-angels lies the epigraphy: ΕΠΙΤΑΦΙΟC 
ΘΡΗΝΟC: Lamentation of the Grave. Under the Christ’s body lies the dedicatory 
epigraphy in two parts: ΜΝΗΣΘΙΤΙ ΚΡ ΤΑΣ ΨΥΧΑΣ ΤΩΝ ΚΕΚΥΜΥΜΕΝΩΝ 
ΔΟΥΛΟΟΝ ΣΟΥ ΜΑΤΘΕΟΥ ΚΑΙ ΑΝΗΣ:  Remember, O Lord, the souls of your 
departed servants Matthew and Anne365. The first someone notices, is that the 
persons identified as Matthew and Anne, are deceased by the time that the 
embroidery was made. Unfortunately, the lack of any other information does 
not help neither date the item nor where its origin was. The type of the 
inscription could be associated with the one of the Milutin Uros (A3) and the 
Michael Kyprianos (A4) epitaphioi (mid-fifteenth c.). On the other hand the 
similarities that some scholars observed over the iconography with the Neamt 
epitaphios (C4) and the Zolkiew (C3) (both early mid-fifteenth c.) one, suggests 
a later chronology or give the Banckovo epitaphios the role of the base upon, 
these two were produced366. Either way a safe general dating, until any other 
solid information comes up, is the 14th c. 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
364 Schilb H., 2009, p. 288 
365 Millet G, 1939, p. 90. 
366 Johnstone P., 1967, p. 122-Schilb, 2009, 1939, p. 289  
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3. The epitaphios of Izaous and Eudokia in Blagoevgrad 
Dimensions: 114 X 106 cm 
Chronology: early 15th  
Present location: From 1844 in the church of Entrance of Virgin in Gorna 
Dzumaja (today Blagoevgrad, Bulgaria). 
 
 The epitaphios of Blagoevgrad, an aer-epitaphios which hasn’t been 
thoroughly analyzed. Limited are the sources referring to it, with most of them 
being in the Bulgarian language, making it more difficult to examine the 
embroidery.  
The iconography and the decoration motifs, 
follows a simplified version of the dead Christ in the 
form of Amnos as we encountered up to now. 
Centrally is laid only the dead body of Christ, with no 
stone slab or angels and evangelists surrounding him. 
The dead Christ bears a halo with a cross and the 
epigraphy Ο ΩΝ. He has his hand crossed over his chest. The body is high 
quality worked, with fine silk. The rest of the decoration is constrained in the 
borders around, at the edges of the textile. There, we find silk and gold-
embroidered vegetal motifs switched between sixteen medallions.367 The 
                                                             
367 Bojčeva J., 2005, p.282   
 
 
The medallion with the 
cross-in-circle and the 
abbreviation. 
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medallions bear each: eight of them a cross-in-circle (fig.32) with the 
abbreviation Φ.Χ.Φ.Π.: Φως Χριστού Φαίνει Πάσιν, which can be translated as: 
The light of the grace of Christ illuminates everything368, the dedicatory epigraphy 
and the blazons of the despot Izaous and quin Eudokia. The floral decoration 
in the borders, between the medallions, is worked with silk threads of vibrant 
colors, such as pink, blue, yellow and red. Lilies and acanthus leaves are the 
motifs used here. In general that kind of executing the decoration shows a 
tendency το the Western standards’. This raises the question of weather was 
produced in a workshop of the Despotate of Ioanina or elsewhere, like Venice, 
depending on the iconography and the relation of despot Izaous with Italy  369. 
Izaous Bouondelmonti at first, was a noble Florentine who married in 
1385 Maria Palaiologina, and became the first Frankish despot of Ioannina. In 
1402 marries for the third time with the Serbian princess Eudokia Balsic, and 
their son was born in 1409. That is an information which help us date the object 
as the name of their son, Georgios, doesn’t being mentioned in the epitaphios’ 
epigraphy. So the period of the production of the epitaphios must be between 
1402 and 1409370.   
The epitaphios have been subjected to restoration in 1764 that covered 
the entire frontal surface with a new woolen textile, as it is obvious on the 
picture. Under that there is a blue silk textile which constitutes the 
embroidery’s ground. There are also two more inscriptions in Greek, one: ΙC 
ΧC: Jesus Christ, and another over Christ’s body: Ο ΕΠΙΤΑΦΙΟC: The epitaphios. 
A third one in two lines, under the body, which was applied in 1764 in 
Bulgarian, where we get information about priest Pavel, father of Sofia, who 
paid the Rila monastery for the restoration of the epitaphios, in order for her 
sins to be forgiven371.  
 
                                                             
368Priest during the Pre-sanctified Liturgy raises the censer, moving it towards the congregation, 
blessing them by forming a cross, say these words. 
369Bojčeva J., 2005,  p. 276 
370Bojčeva J., 2005, p. 281-2 
371Bojčeva J., 2005, p. 278 
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C. ROMANIAN PRINCIPALITIES. 
 
1. The Aër-Epitaphios from the Cozia Monastery, Wallachia372. 
Dimensions: 177 x 144 cm. 
Chronology:  1395/6 
Present location: National Museum of Art, Bucharest, Romania (Inventory 
number 181/15.826). 
 
The Cozia epitaphios is 
supposed to have been the first 
known documented example of 
the transition from the liturgical to 
the fully-developed style373, as the 
addition of the figures of the 
Virgin Mary and John the 
Theologan proves374.  Millet includes the epitaphios into his 2b group as a 
unique example375.   
                                                             
372 Photo taken from:  Văetiş A., 2010, p.98-99. 
373 Johnstone P., 1967, p. 122 
374 Stefanescu, I. D., 1944, p. 118 
375 Millet G., 1939, p.104 
 
 
The figure of Virgin Mary and Christ, detail of Cozia 
epitaphios. 
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The gold-embroidery is worked on a blue silk ground which now is 
damaged in a great degree. The figures are not many, but expand, filling the 
surface of the textile.  The composition is executed in two layers horizontally. 
On the lower, lies the body of Christ on the stone slab with his hands crossed 
over his loincloth and a halo with a cross. Above him Virgin Mary leans 
embracing him376. The movement is intense which come in contrast with the 
more severe expression on Virgins’ face. In the same way over the feat of Christ, 
John without touching Him, leans in a gesture of worship. On the upper layer, 
behind those three figures, stand four deacon-angels facing symmetrically to 
the center of the composition377. The two in the middle hold rhipidia and the 
other pastoral staffs378.  
There are abbreviated inscriptions in Greek identifying each figure. 
Above the central deacon-angels there is the title: ΕΠΙΤΑΦΙΟΣ ΘΡΗΝΟΣ: The 
lamentation of the Grave, and between them: ΑΓΙΟΣ ΑΓΙΟΣ ΑΓΙΟΣ: Holy holy 
holy. In Slavonic is the inscription that runs around the borders of the textile, 
and it is a part from troparion “Let all mortal flesh be silent” of the Liturgy of St. 
Basil sung on Holy Saturday379. We have encounter inscription that run on the 
border also in other objects, such as the Meterora epitaphios (A10) and the 
Eudaimonoioannes (A16) one, but not with the same hymn.  
As it is already mentioned in chapter 2, there are contradicting opinions 
about the date that the inscription refers to. Also, Johnstone refers to the 
possibility that the Cozia epitaphios originated from an Athonate workshop380. 
These are two remaining issues for further investigation, for an object that 
possess an important space in the history of the Byzantine gold-embroidery. 
 
 
 
                                                             
376 This is the first time that in this study the gesture of Embrace is depicted. In the iconography f the 
Byzantine period the Embracing figure of Virgin Mary expresses the deep sorrow as well as the 
incarnation of Christ. –Maguire H., 1977, p.160-161. 
377 nun Văetiş A., 2010, p. 99 
378 Schilb H., 2009, p. 307 
379 Johnstone P., 1967, p.122 
380 Johnstone P., 1967, p.122 
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2. The Aër-Epitaphios of Ephemia and Eupraxia381.  
Dimensions: 170 x 111 cm. 
Chronology: Ca. 1405. 
Present location: Putna Monastery, Romania 
 
 The epitaphios of Euphemia and Eupraxia (Putna epitaphios), is an 
example of the liturgical style. Putna is a monastery founded by Stefa cel Mare 
in 1469, who played an important role in the spiritual and cultural life of the 
principality of Moldavia382. The Putna epitaphios lacks of the four evangelist 
on the corners of the composition. Yellow and greenish-gold prevail. The 
iconography reminds us that of the Vatopedi epitaphios (A8), since this one 
also lacks of a shroud or the stone slab, and Christ is laid directly in the 
embroidery’s background. Christ bears a halo with a cross and has His hands 
folded over His torso. He is surrounded by eight small mourning angels and 
four deacon-angels in bigger scale oriented near the four corners giving a sense 
of stability in the composition. The remaining space is filled with gold-
embroidered flower-like stars. The borders are decorated with a variation of 
the traditional cross-in-circle motif. 
                                                             
381Photo taken from:  http://www.putna.ro/  
382 Johnstone P., 1967, p.84 
 
3nd Chapter: The Western coast of the Black Sea – “Handprints” of Byzantine 
epitaphioi. 
 
115 
 
 The colored silk threads seems to guide the viewer’s eyes, (as we can 
observe the red shoes of the deacons for example) to the center of the 
composition. Light-blue and green silk threads are also used for the decoration. 
There are two main inscriptions embroidered on the textile. The first one 
is above the body of Christ and under the mourning angels: + ΞΕΝΟΝ 
ΒΛΕΠΩΝ ΘΕΑ/ΜΑ ΔΗΜΟC ΑΓΓΕΛΩΝ ΑΙΝΟΝ ΞΕΝΟΝ ΚΕΚΡΑΓΕ ΗΩ 
Θ(ΕΟ)Υ ΛΟΓΕ383: Seeing the strange sight, the host of angels uttered an 
unaccustomed cry of anguish, O Son of God, Word384. The dedicatoty epigraphy lies 
under Christ: ΜΝΗCΘΗΤΟΙ ΚΕ ΤΗC ΨΥΧΗC ΤΩΝ ΔΟΥΛΩΝ CΟΥ 
ΚΑΙCΑΡΙCΙC/ CΕΡΒΙΑC ΕΦΗΜΙΑC ΜΟΝΑΧΗC CΥΝ ΘΥΓΑΤΡΙ 
ΒΑCΙΛΕΙCΙC CΕΡΒΙΑC ΕΥΠΡΑΞΙΑC ΜΟΝΑΧΗ385: Remember O Lord the soul 
of your servant the empress of Serbia Ephemia the nun with the daughter of the queen 
of Serbia the nun Eupraxia. According to the inscription, at least two different 
women are being identified. Euphemia is known from previous mentions of 
her name on several works, which are supposed to have been embroidered by 
herself. Her name before take vows and become a nun, was Helen, and was 
daughter of the ruler of Drama. She married the Serbian despot Ugljesa 
Mrnjavcevic who died in 1371, and soon after that, she went to the court of 
prince Lazar, in Krusevac. After the battle of Kosovo she and princess Milica 
became nuns. Milica, according to some scholars’ thoughts, said to have been 
Eupraxia. As in 1405 Euphemia died, it is logical to date the epitaphios around 
this particular date386. 
 Nothing of the above is strongly evidenced by the known information 
or the sources. Still, it is unquestionable that this epitaphios constituted a 
paradigm with many elements used by Romanian and Moldavian 
embroiderers through the upcoming years387. Especially the embroidered 
flower-style crosses are encounter in the background of many subsequent 
                                                             
383 Tafrali O., 1925, p.32 
384 Translation given by Schilb H., 2009, p. 322-323 
385 Tafrali O., 1925, p.32 
386 Woodfin W., 2004, p. 320. 
387 Johnstone P., 2009, p. 120 
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Rumanian and Moldavian epitaphioi. Also Millet, associates the iconography 
with that of the epitaphioi of Studenica (A14), Zolkiev (C3) and Achrid (B1)388. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
388 Zograpfou-Korre K., 1985, p. 71 – Millet, 1939, p. 107-108 
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3. The Aër-Epitaphios of the Metropolitan Makarios, Zólkiew Monastery389. 
Dimensions: 172 x 128 cm. 
Chronology: 1427/8. 
Present location: unknown 
 
 The epitaphios of Metropolitan Makarios, also known as the Zolkiev 
epitaphios, is one of the last extant epitaphioi of the liturgical style390. The 
epitaphios was part of a collection that John III Sobieski transferred from the 
Moldavian Metropolitan Church in Suceava, to Poland in 1686. Zolkiev is the 
monastery in Poland and that is why the epitaphios kept that name although it 
is a Moldavian embroidery. The epitaphios was kept there until it was relocated 
in the Lwow museum. Unfortunately it was lost during the World Was II and 
its present location remains unknown391.  
 Ichnographically, the Zolkiev epitaphios seem to have been influenced 
by several older epitaphioi. Generally scholars tend to connect it 
ichnographically with Euphemia and Eupraxia (C2) epitaphios. Still there are 
strong differences between them, which will be presented as we proceed. The 
large figure of the dead Christ-Amnos is laid directly on the background silk 
without a shroud or bier. On the upper zone there are two deacon-angels on 
                                                             
389 Photo taken from:  Schilb H., 2009, p.610. 
390 Johnstone P.,1967, p. 83 
391 Schilb H., 2009, p.373. 
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the edges left and right holding rhipidia, and in between three mourner-angels. 
On the lower zone, there are two more deacon-angels diametrically opposed to 
those of the upper zone. Between them there are two more mourner-angels. On 
the four corners are embroidered the symbols of the evangelists, something that 
the Euphemia and Eupraxia epitaphios (C2) lacks of.  
 Over Christ’s body is gold-embroidered the epigraphy in Greek: Ο 
ΕΝΤΑΦΙΑCΜΟC: The Entombment. The abbreviation ΙΣ ΧΣ: Jesus Christ, is also 
embroidered above Christ’s halo. The Zolkiev epitaphios keeps the excellence 
for the introduction of the words of the introduction of the Epinikion Hymn 
(Victory Hymn), inscribed into the arcs of the evangelist: ‘αδοντα, βοώντα 
κεκραγότα λέγοντα: singing, crying, shouting and saying, instead of the vine 
decoration. That is an element found in many subsequent Moldavian 
epitaphioi392.  
The Zolkiev epitaphios also bears another first-seen characteristic, that 
of the dedicatory epigraphy embroidered in the border of the textile. The older 
Cozia (C1) and Eudaimoniades (A16) epitaphioi bear inscriptions393 but not 
dedicatory. The Greek dedicatory inscription is gold-embroidered in Cyrillic 
alphabet: This divine and holy Amnos was made during the reign of Lord John 
Alexander Voivode, and the most pious Marina and their beloved and most pious 
children Elia Voivode and Marina, through the patronage and at the expense of the all-
holy Metropolitan of Moldovlachia and the land by the sea, Lord Makarios, in the year 
6936394. The inscription gives us the date 1428 and the donor Metropolitan 
Makarios. But also refers to the Moldavian Voivode Alexander who is the 
Voivode Alexander the Good, who reigned from 1400 till 1432, as well as his 
third wife Marina, who seems to exerted great influence about Orthodoxy395.  
The Zolkiev epitaphios, along with the Euphemia and Eupraxia one 
(C2), seem to have been the models for the embroiderers from Moldavia, who 
                                                             
392 Johnstone P,1967, p. 83 
393 Johnstone P.,1967, p. 83 
394 Schilb H, 2009, p.376 
395 Johnstone P.,1967, p. 82 
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directly or indirectly influenced by them, producing epitaphioi that bear strong 
similarities396. 
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4. The Aër-Epitaphios from the Neamt Monastery, Moldavia397. 
Dimensions: 205 x 155 cm. 
Chronology: 1436. 
Present location: National Museum of Art, Bucharest, Romania (Inventory 
number 1046 Tez). 
 
 
The Neamnt epitaphios seems to have been a transitional example from 
the liturgical type to the narrative-fully-developed one. During the World War I it 
was send in Russia, and it was returned in 1956. Millet includes it to his group 
2c along with epitaphios of Stefan cel Mare (C8), based on the iconographic 
similarities they share398. The Neamt epitaphios is the first Moldavian one that 
presents the addition of the figures of Lamentation. The position of the Virgin 
next to Christ’s head and not over his bier, is also a debut for the Moldavian 
epitaphioi399. 
 The influences that formed the Neamnt epitaphios comes from more 
than one earlier epitaphioi. The inscription that runs round the border seems 
to be element taken from Zolkiev epitaphios (C3), as also the words inscribed 
in the arcs of the evangelists400. The evangelists, the dramatic expression of 
                                                             
397 Photo taken from:  Văetiş A., 2010, p.100-101. 
398 Millet G., 1939, p.105 
399 Johnstone P., 1967, p. 83 
400 Johnstone P., 1967, p. 83. 
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lament on the faces and figures of the angels, seem to be elements taken from 
the Banckovo epitaphios (B2)401. By its turn, Neamt epitaphios seem to have 
influenced in a grade degree the subsequent epitaphioi402.  
In the center, the Christ is laid on a stone slab, with his hands in side 
over his loincloth and bears a halo with a cross. On the left, behind his head, 
Virgin Mary in seating position touches with one hand His hair. The expression 
of sorrow is restrained but apparent, emphasized by her other arm which is 
held high. On the right side, a standing female figure, identified from the 
scholars as Mary Magdalene, pulls her hair in a dramatic gesture of lamination. 
The silk on her face is worked in a way to emphasize the dramatic expression, 
as the embroiderer used black threads around her eyes. On the upper zone, 
stand two deacon-angels holding rhipidia. Again their deep expression of 
lamentation is obvious. On the lower zone there are two more deacon-angels, 
left and right and one mourner-angel in the middle, who is the one with most 
expressive face, an element that we encounter in the Achrid epitaphios (B1). 
They are all on their knees in a deep expression of lamentation and respect403.  
The rest of the central composition is decorated with the cross-in-circle motif. 
On the four corners there are the symbols of the evangelists insight arcs and 
each one is decorated with a word of the Epinikion Hymn: AΔΩΝΤΑ-
ΒΟΩΝΤΑ-ΚΕΚΡΑΓΟΤΑ-ΚΑΙΛΕΓΟΤΑ: Singing, crying shouting and saying, as in 
Zolkiev epitaphios (C3). There are two other embroidered epigraphies that 
identifies Virgin Mary and Christ, as well as a third, which is the title of the 
piece, over the body of Christ: Ο ΕΠΙΤΑΦΙΟΣ: The Epitaphios.  
On the borders of the textile, runs the dedicatory epigraphy in Slavonic: 
In a tomb they laid you, O Christ the life and the angelic hosts were overcome with awe, 
and glorified your condescension. The Hieromonachos Siluan, hegoumenos of Neamt, 
had this aër made in the time of the pious and Christ loving John Stephan Voivode, and 
it was finished in the year 6945, in the month of September on the eleventh. According 
                                                             
401 Zographou-Korre K., 1985,p. 74 
402 Nun Văetiş A., 2010, p.101 
403 Nun Văetiş A., 2010, p.101 
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to Millet the abbot Siluan started to embroider the piece in 1437 and ended in 
1441. The John Stephan Voivod mentioned in the inscription is the Stephen II, 
son of Stefan cel Mare. The first phrase of the inscription is also found on the 
John of Skopje (Chilandari 1) epitaphios (A7). The date have been an issue of 
argumentation among scholars with the date 1437 to dominate404.  
 The execution of the embroidery is of high quality.  However, due to 
deterioration and damage, the background silk have been removed in the 
eighteenth century and the surface seem to have been embroidered with red 
silk threads405.  
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5. The Aër-Epitaphios from the Church of St. Nicholas of Radauti406. 
Dimensions:  135 x 100 cm.282 
Chronology: Second third of the 15th century. 
Present location: Museum of the Monastery of Sucevita. 
 
 
The epitaphios of Radauti (once a Moldavian principality), despite the 
fact that it has been dated by the scholars in the second third of the fifteen 
century, bears all those archaistic elements that enrolls it in the older liturgical 
style.  
Christ in the form of Amnos is laid directly on the background, which is 
filled with flower-like stars resembling those of Eupraxia and Euphemia 
epitaphios (C2). In general the figure of Christ shares many similarities with 
Euphemia and Eupraxia epitaphios (C2), except of the fact that Christ has His 
hands crossed over His loincloth and not over His torso, a characteristic in 
common with the Zolkiev epitaphios (C3). Over His halo is embroidered the 
epigraphy ΙC ΧΡ: Jesus Christ, and a cross where lies the epigraphy Ο ΩΝ: The 
one who exists. On the upper zone there are four mourner angels, flying over 
Christ’s body, covering their faces, expressing their sorrow. They are identified 
with the epigraphy: ΑΓΓ ΚΥ: Angel of the Lord. On the lower zone, there are two 
                                                             
406 Photo taken from:  Schilb H., 2009, p.614. 
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seraphim, placed left and right, and two thrones, characteristic also present on 
the Chilandari 2 (A15) and Meteora (A10) epitaphioi. The border decoration 
resembles a lot the one in the Euphemia and Eupraxia epitaphios, with crosses-
in-circle alternating with vine motifs. 
The production date that is given to this epitaphios is based on the 
similarities and differences it shares with the previously mention older 
epitaphioi. The fact that the embroiderer/ers of Radauti epitaphios, was/were 
influenced by the Euphemia and Eupraxia epitaphios (C2) is a strong 
possibility, since there are argument for the presence of the embroidery in 
Moldavia at some point. This could explain the resemblance in the iconography 
between the Radauti epitaphios and other Serbian embroideries, but it is 
something that remains for further investigation. However it would be safer to 
assume that both these textiles where influenced by a common source in 
general407.    
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
407 Schilb H., 2009, p.395 
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6. The Putna Aër (Tafrali 65)408. 
Dimensions: 85 x 58 cm. 
Chronology: 1481. 
Present location: Putna Monastery, Romania (Tafrali 65). 
 
 The aer of Putna, listed by Tafrali as Putna 65, is an example of the fully-
developed style, which have put under dispute the scholars409. Despite its small 
size, the iconography follows the model of contemporary to it epitaphioi, and 
that is why it is included in the present study.  
In the center of the composition lies Christ on a shroud with His hands 
crossed over His loincloth, bearing a halo with cross with His torso bended. 
Behind His head, in a sitting position on a throne, Virgin Mary holds His head 
in her gently arms. On the exact opposite side is a standing woman with the 
abbreviation M. over her head. She holds His feet and leans towards them in a 
gesture of lamentation. Behind her stands one more female figure with the 
same abbreviation embroidered over her head too. Above Christ’s body stand 
the Archangels Michael and Gabriel, in the form of deacon-angels holding 
rhipidia which instead of discs, ends in seraphim. Under the shroud of Christ 
                                                             
408 Photo taken from :http://www.putna.ro/eng/Aer-s3-ss1-c1-cc2-eng.php  
409 Tafrali O., 1925, p.35 
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there are two more, smaller angels who are identified by their abbreviations as 
Archangel Rafael and Irouel. On the two upper corners, are embroidered the 
moon and the sun. All the rest background is filled with flower-shape stars. 
On the borders runs the gold-embroidered epigraphy with the hymn of 
“Noble Joseph”:  John Stephan Voivode, by the Grace of God, Lord of the land of 
Moldavia had this made in the year 6989, March 20. (1481 March 20). A print 
mistake in the Tafralis’ catalogue and book, confuse us, because there is no 
image of the epitaphios listed as Putna 65. An epitaphios that Tafrali lists as an 
antiminsion with the number 85410 is the same with the image of the object Putna 
65 presented here411. This image is taken from the official website of the Putna 
monastery412.  
The purple silk ground, which now due to deterioration is shown 
brownish, is the same textile used in two other embroideries Tafrali lists with 
the antimension (epitaphios Putna 65 in reality) as a set with numbers 83 and 84 
(A.I-6.9 &6.10) 413.Interesting is the absence of John the Theologan, which is a 
figure that is usually depicted on the fully-developed epitaphioi. This fact 
encourages the opinion that the textile was used as an aer during the Holy 
Week. The combination of all these information, raise doubts whether Putna 65 
was used as epitaphios (depending on the iconography) or aer (depending on 
size and previous identification)414. But one fact does not exclude the other.  
 
 
 
 
 
 
 
 
 
 
                                                             
410 Tafrali O., 1925, Pl.XLII. no 85. 
411 Tafrali O., 1925, p.50 
412 http://www.putna.ro/eng/Aer-s3-ss1-c1-cc2-eng.php  
413 Tafrali O., 1925, p.49-50. The official Putna website lists the two veils with the same date 1481. 
414 Schilb H., 2009, p. 445, 447 
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7. The Aër-Epitaphios from Vatra-Moldovitei415. 
Dimensions: 69 x 63 cm. 
Chronology: May 15, 1484. 
Present location: Moldovita Monastery, Vatra-Moldovitei, Romania 
 
The Vatra-Moldovitei epitaphios, with the inscribed date of 1484, 
accumulates many archaistic characteristics which place it among the 
epitaphioi that follows the liturgical style416. Millet places this epitaphios in his 
first group 1a, along with the Milutin Uros spitaphios (A3) and the Pantokrator 
(A9) one417. The epitaphios, which comes from the great period of embroidery 
for Rumania and Moldavia in the era of Stefan the Great, compared to other 
Moldavian veils, is considerable smaller in size, a point that does not help to 
categorize it exclusively as an epitaphios418. The great similarities someone 
observes between the Vatra-Moldovitei and the Radauti (C5) epitaphios, lead 
                                                             
415 Photo taken from:  Văetiş A., 2010, p.103. 
416 Johnstone P., 1967, p. 123. 
417 Millet G., 1939, p. 87. 
418 Zographou-Korre K., 1985, p.75. 
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to a common source they seem to share. Despite those obvious common 
characteristics, there are also some differences.  
Christ in the form of Amnos, lies directly on the background, with no 
shroud or stone-slab. On the upper zone there are three (instead of the four angels 
in the Radauti epitaphios) flying angels in the form of mourners, covering part of 
their faces in an expression of sorrow. Between them and Christ there are two 
seraphim, oriented horizontally. There are four small panels which bear the 
inscription in Slavonic CTb: Holy. On the lower zone there are, almost 
identically with the Radauti’s one, two seraphim and two thrones. This time 
they are oriented vertically and they also bear the same small panels with the 
inscription Holy419.  
Around the border runs the dedicatory epigraphy in Slavonic: The Noble 
Joseph, having taken down from the wood your most pure body and having wrapped it 
in a clean sheet together with pure spices, taking upon himself its burial, laid it in a 
new grave, but after three days you were resurrected, O lord, and gave the world this 
great mercy, O crucifixion. This aër was made by the Hegoumenos Father Anastasios 
in the year 6992 May 15420. The epigraphy starts with the Hymn of Noble Joseph 
which is sung during the Great Entrance and we encounter it also in the 
Eudaimoniades epitaphios (A16). This is also a characteristic that differentiates 
it from the Radauti (C5) epitaphios which lacks of epigraphy.  
There are small details implying that one copied the other or that they 
even come from the same workshop421. If that is not true, the common influence 
from another embroidery is unquestionable.  
 
 
 
 
 
 
 
                                                             
419 Nun Văetiş A., 2010, p.101 
420 Translation given by Schilb H., 2009, p.452 
421 Schilb H., 2009, p.395 
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8. The Aër-Epitaphios of Stefan cel Mare from the Putna Monastery422. 
Dimensions: 252 x 166 cm. 
Chronology: 1489/90. 
Present location: Putna Monastery, Romania (Tafrali 66). 
 
The epitaphios of Stefan cel Mare (Stefan the Great) is a representative 
example of the fully-developed style. Millet includes it along with the Neamt 
epitaphios (C4) in his group 2c, where associates it also with Zolkiev epitaphios 
(C3), as if it worked as a model for Stefan’s cel Mare epitaphios.423 
The colors is the first thing someone notices. The gold-embroidery is 
worked on a light-blue silk background, which boosts the contrast between 
them. In the center, the body of Christ, worked in light silk, is laid upon an 
intense red shroud, in a way that although Christ is surrounded by many 
figures still prevails in the composition. As in the aer of Putna analyzed 
previously (C6), Virgin Mary holds her sons’ head bending her head in a 
gesture of lament. A female figure stands behind her, with her hands wide open 
raised over her head in a dramatic way. On the opposite side two male figures 
                                                             
422Photo taken from the Official website of Putna monastery: http://www.putna.ro/eng/Epitaf-1490-
s3-ss1-c1-cc6-eng.php 
423 Millet G., 1939, p. 106 
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with beard stands with the one hand touching their cheek as expression of 
lament. Probably they are Joseph and Nikodemus. In the center John Theologan 
bends forward and with one hand holds Christ’s left hand. Behind them are 
slightly seen two more unidentified figures. On the upper zone there are two 
deacon-angels holding rhipidia, left and right, and other two angels in the center 
in the form of mourners. On the lower zone is an identical scene with two 
deacon-angels and two mourner-angels. Last on the four corners are depicted 
the symbols of the evangelists. The figures overlap one each other and the 
decorative elements even the inscriptions, creating a sense of depth in the 
composition giving an almost theatrical aspect to it. 
Inscribed abbreviations about Christ, Virgin Mary and Joseph are given, 
as for the evangelists too, when instead of decorated with vines arcs, there are 
the beginning of the Epinikion Hymn insight: ΑΔΟΝΤΑ-ΒΟΩΝΤΑ-
ΚΕΚΡΑΓΟΤΑ-ΚΕΛΕΓΟΝΤΑ:Singing-Crying-Shouting-And saying424 . Over the 
shroud is embroidered the title: Ο ΕΝΤΑΦΙΑΣΜΟΣ: The Entombment. 
Beginning from the left lower corner, in the border, runs the inscription 
in Slavonic: By the will of the Father, the aid of the Son, and the fulfillment of the Holy 
Spirit, John Stephan Voivode, lord of all Moldavia by the grace of God, son of Bogdan 
Voivode, with the most pious Maria and with their beloved children Alexander and 
Bogdan-Vlad, made this aër at the monastery of Putna for the Church of the Dormition 
of the Holy Mother of God and always Virgin Mary in the year 6998425. The patron 
of this epitaphios is identified as Stefan cel Mare who reigned between 1457 
and 1505, in the period that gold-embroidery flourished in Moldavia, and he 
has been identified as a donor for other two epitaphioi in the monastery of 
Putna C9 and C10, analyzed later on. Johnstone finds influences between Putna 
66 also with the epitaphios of Euphemia and Eupraxia (C2). There are strong 
similarities among these epitaphioi, encouraging scholars to suggest that 
                                                             
424 Translation given by: Schilb H., 2009, p.463.  
The same occurs in the epitaphioi of Zolkiev (C3) and Neamt (C4) 
425 Translation given by: Schilb H., 2009, p.463 
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Neamt epitaphios (C4) and Euphemia and Eupraxia (C2) one, worked as 
models for many subsequent Moldavian embroidered epitaphioi426.  
 
 
 
 
 
 
 
 
 
 
 
 
 
. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
426 Johnstone P., 2009, p. 123 
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9. The Aër-Epitaphios from the Moldovita Monastery427. 
Dimensions: 205 x 115 cm. 
Chronology: 1494. 
Present location: The Museum of Moldovita Monastery, Romania. 
 
The Moldovita epitaphios is one more example of the early fully-
developed epitaphioi. Millet places this epitaphios in his group 2d alone428. Is 
one of the three epitaphioi that Stefan cel Mare donated to Putna monastery. 
There are strong similarities with the Euphemia and Eupraxia epitaphios (C2), 
but they don’t lack of differences too429.  
In the center the body of Christ is directly laid on the blue background 
silk. He has His hands on His loincloth but not crossed. Traditionally, Virgin 
Mary in a seating position holds His head and arms embracing him. Behind 
Virgin Mary stands a female figure and in a gesture of lamentation touches her 
cheek. Identically on the opposite side seats John Thelogan holding Chrit’s feet. 
Behind him also stands a female figure which is supposed to be Mary 
Magdalene with the abbreviation above her neck. On the upper central zone 
there are embroidered five angels. The two external are bigger and deacon-
angels holding rhipidia that ends in seraphim. The other two in the center 
                                                             
427 Photo taken from:  Schilb H., 2009, p.624. 
428 Millet G.,1939, p. 107 
429 Johnstone P., 1967, p. 123 
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characterized by gestures of lamentation are accompanied with a third flying 
one in between. The composition of the angels in this upper zone, reminds us 
a lot the form and shape of the Zolkiev (C3) and Euphemia and Eupraxia (C2) 
epitaphioi. The same, more or less, happens with the angels in the lower zone, 
where again there are two deacon-angels externally, holding rhipidia with 
seraphim contained into discs, and in the middle two mourners looking up to 
Christ’s figure. Last on the four corners are depicted the symbols of the 
evangelists with an inscription only for Mathew on the lower left corner. The 
arcs of the evangelists and the background silk is filed with flower-like stars. 
On the border around the textile, runs the long dedicatory epigraphy in 
Slavonic: By the will of the Father, the aid of the Son, and the fulfillment of the Holy 
Spirit, John Stephan Voivode, lord of all Moldavia by the grace of God, son of Bogdan 
Voivode, with the pious princess Maria and with their beloved children Alexander and 
Bogdan-Vlad, made this aër at the monastery of Moldovita for the Church of the 
Annunciation of the most Holy Mother of God in the year 7002, March 1.)430.  
Johnstone points out that even if the inscription gives the word made (by) in 
Slavonic, must be understood as donated by, because it is unlikely princes, 
priests and officials identified also in many other inscriptions, to have been the 
embroiderers of the textiles431.  
 The inscription refers to the object as an aer in. Still, depending on the 
iconography and size of the object, it is most likely that it was meant to function 
as an epitaphios, more than as an aer. But it has already been mentioned before, 
one does not exclude the other. 
 
 
 
 
 
 
 
 
                                                             
430 Translation by Johnstone P., 1967, p.54 
431 Johnstone P., 1967, p.54 
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10. The Aër-Epitaphios from the Dobrovat Monastery432. 
Dimensions: 180 x 150 cm. 
Chronology: 1506. 
Present location: National Museum of Art, Bucharest, Romania (Inventory 
number 1047). 
 
 
The Dobrovat epitaphios is also an example of the fully-developed 
epitaphioi. It is the third piece that Stefan cel Mare commissioned to the Putna 
monastery and also constitutes the latest and most rich example of expressing 
the historical-narrative style of epitaphioi discussed in the present study. It was 
completed after Stefan’s death and during the early times of his son’s reign 
Bogdan II the Blind433.   
The composition in general, develops in a more linear style and gives 
the sense of a more severe form with less movement given to the figures. Christ 
in the center is laid on a bier covered with a chequered cloth, a decorative 
element shown here for the first time but encounter in many Moldavian 
embroidered pieces of that period434. Christ has His hands crossed over His 
                                                             
432 Photo taken from:  Schilb H., 2009, p.629.. 
433 Johnstone P.,1967, p. 85 
434 Johnstone P.,1967, p. 124 
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torso and bears a halo with a cross. This time, Virgin Mary stands on the left, 
holding His head, leaning forward in a gesture of lamentation. Behind Virgin 
two female figures stand, one of which, possible Mary Magdalene, touches her 
cheek, mourning. The feet of Christ are held by Joseph with his hands covered, 
also in standing position. A bearded male figure stands behind Joseph, where 
usually beardless John is depicted435. So the assumption that this is Nikodemus 
and not John is a possibility, but since only Christ is identified with an 
inscription, remains a possibility. In the upper zone on the left is gold-
embroidered the moon and on the right the sun. Between those eschatological 
depictions, there are two deacon-angels with rhipidia, and a mourner between 
them. The same happens also in the lower zone with two mourner angels 
between the deacon-angels. On every corner there are the symbols of the 
evangelists, insight arcs which bears inscriptions of the Epinikion Hymn such 
as the Stefan cel Mare of 1490 epitaphios (C8), with the name of each evangelist 
accompanying every word.  
Traditionally as in all Stefan’s epitaphioi on the border of the textile runs 
the dedicatory inscription: The very pious and Christ-loving John Stephan Voivode, 
Lord of all Moldavia by the grace of God, had this aër begun for the monastery of 
Dobrovat, but it was incomplete at his death and his son Bogdan Voivode, by the grace 
of God lord of all Moldavia, with his mother the lady Maria, had it finished and gave it 
as promised, for the rest of the soul of the saintly lord Stephan Voivode and for his 
(Bogdan’s) health and safety in the year 7014 February 1436. In the inscription there 
are references to Bogdan, Stefan’s son and his wife Maria. As it derives, Stefan 
cal Mare had commissioned the epitaphios before his death in 1504, and it was 
completed two years after in response of his son and wife to Stefan’s promise.  
 The Dobrovat epitaphios is the last that Stefan is referred and also the 
latest epitaphios analyzed in this study. Yet the subsequent Moldavian 
epitaphioi seem to have been influenced by it in a great level437. 
                                                             
435 Still, Johnstone refers to the figure as John.- Johnstone, 1967, p.124 
436 Translation given by: Schilb H., 2009, p.493. 
437 Zographou-Korre K., 1985, p. 76. 
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4. TEXTILE PREVENTIVE CONSERVATION 
 
This study drives us to think the preservation of our cultural heritage. 
Epitaphioi are only a small section of a countless number of ecclesiastical and 
liturgical textiles, which comprise part of our Cultural Heritage we ought to 
preserve and study. Due to its organic and fragile nature, textiles constitute 
very particular material that needs special care. For the Byzantine textiles and 
especially the gold-embroidered ones managing them becomes even more 
complex due to the multiplicity of techniques and materials needed employed 
or used for their production Scientific conservation can be proved sometimes 
the only way to understand study and preserve these objects, while, it gives the 
chance to our generation, and those to come, to come in contact with these 
cultural traces from the past. 438 
The thorough examination of the technical and technological 
characteristics of the gold-embroidered textiles, is a subject of a unique research 
and it should not be expected here. The reference on conservation at this point 
I regarded of vital importance in order to point out first the necessity of an 
appropriate treatment and second the assistance that Scientific Conservation 
offers to the study and identification.  
 
The role of a conservator. 
A conservator should correspond to the need for the preservation of the 
cultural heritage, through the examination, maintenance and conservation of 
the cultural property439.  
                                                             
438 Kousoulou T., 2010. 
439 Viñas Salvador Muñoz, 2005, p. 41 
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The preliminary diagnostic examination of a monument440, is a crucial process, 
in order to determine its importance, the materials used for its manufacture, 
the damages it suffers of, possible losses of material/information and the 
documentation of all the above. 
The maintenance is the appropriate measure taken in order to minimize or 
prevent the damages, by controlling its environment (preventive conservation), 
and treating their main structure so as a monument can be preserved in a stable 
condition. 
Conservation is the set of measures taken, in order το restore and treat the 
damages so that it can be understood, without risking its aesthetics or historical 
integrity441.     
 
General Art- Conservation Principals 
 Under the scope of conservation science, we can include a wide range of 
portable and importable monuments that could constitute cultural property for 
a particular community or worldwide. A wide range of knowledge is also 
required which includes information about the materials, the aesthetics 
historical background and also the manufacturing technology, deterioration, 
damage, preservation, analysis and documentation. The basic aim of 
conservation is the maintenance of the cultural goods.  The monuments 
concerning conservation can be categorized based on their use, chronology, 
material, chemical composition, origin, present location/collection, and their 
nature as portable or importable monuments442.  
 Briefly the basic aims of art-conservation are: 
1. To maintain the original materials left. 
                                                             
440 As cultural goods/monuments/property we identify products of human activity, such as works of 
art, tools, weaponry, archaeological sites etc. and natural remnants such as rocks etc. 
441 ICOM, 1995, p. 5- E.C.C.O 1993, p.1-2 – ICOMOS (the Venice Charter 1964), Artcles-1-3. 
442 Chatzidaki M. 2005, p. 1. 
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2. To minimize or end (if possible) the deterioration processes and 
agents (preventive conservation) and the restoration of damages 
(active conservation when needed, without recreating the 
original)443. 
In both cases the desirable effect is to preserve the monument in stable 
condition under a stable environment, in order to be understandable by the 
public and the researchers. The principal of the minimum intervention and the 
reversibility of materials and techniques used, during the conservation process, 
consider to be given as facts. 
 
Course of work 
Through the years, a code of ethics on conservation practice has been 
developed by international organizations444.  In general the steps given below 
constitutes the main course of a conservation work, always taking under 
consideration the needs and uniqueness of each object445 and its subsequent 
use446.  
1. Object’s ID. Identification and documentation of the object. A 
Documentation/Condition Report must always accompany the 
object through the conservation process, where every identification 
detail, manufacturing technology elements, damages and 
conservation work is recorded. Photographic documentation is also 
considered to be basic447. 
2. Diagnostic examination and analysis. This step contains the 
archive and bibliographic research relative to the object, the 
examination of the environmental factors, the chemical analysis 
and the tests on the method and materials. 
                                                             
443The Venice Charter, 1964, Article 6. Corr Susan, 2000, p. 7-9 
444 IIC, AIC, ICOM, CIC see abbreviations. 
445 Chatzidaki M. 2005, p.2-3 
446 The term “use” in this case includes the re-usage or storage or display of an object. 
447 Corr S., 2000, p.27 
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3. Evaluation of the object’s condition 
4. Setting the conservation methodology. Depending on the 
previous study of the object, the needs and of course the subsequent 
use, the conservator/s choose/s the appropriate methods of 
conservation. 
5. Conservation. In this final step where Preventive conservation or 
the Conservation-restoration interventions needed are performed. 
6. Display/Storage. This is a step where other professions are needed 
as well as a new combined study, in order to be appropriately done. 
The long term preservation of the object is based on its future 
environment448. 
 
Gold-embroidery’s Oddity- Preventive Conservation 
Ecclesiastical vestments are characterized by many peculiarities 
concerning their structure, morphology, manufacturing technique as well as 
the combination of the materials used for their production449. The combination 
of organic and inorganic materials used on embroidery, makes the role of 
preventive conservation challenging but essential in order to preserve the 
integrity of the object. The materials used for the manufacture of an 
ecclesiastical textile but especially in our case for liturgical veils as epitaphioi, 
are being referred in the second chapter and can be listed here in general, as450:  
Organic: 
 Animal and plant materials such as silk, cotton, linen and woolen 
textiles (for the lining and background) and treads (embroidery, 
gemisma and ramma), 
                                                             
448 Corr S., 2000, p.31-35- Jaro M., 2009, p. 69 
449 Cybulska M. “Understanding Textiles – from Artist to Spectators”. FIBRES & TEXTILES in Eastern 
Europe 2015,23, 3 (111): p.133 
450NPS Museum Handbook, 2002, p. K:2  
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 Paper for the preparation of the design451, 
 Natural dyes and mordant for the coloring of the textiles, 
 Pearls fοr the decoration. 
And Inorganic: 
 Metals  
 Alloys.  
The damages that liturgical veils present and especially these Byzantine 
gold-embroidered objects, are results of long-use, inappropriate 
storage/display, cases of inappropriate interventions (old restoration) and the 
effect of the environmental conditions upon their materials. Controlling these 
damaging agents is the initiative, and sometimes the only, step for effective 
Preventive conservation. The deterioration agents and the measures taken 
under preventive conservation, can be listed in general as452: 
 Visible and Ultraviolet light.  Effects on textile’s dye and causes 
fading (ex. The background silk textile of embroidery). The 
undyed textiles, bleach or get darken. These are irreversible 
damages. The degree of deterioration depend on the intensity 
and duration of exposure, the type of light source, and the 
textiles’ durability.  
The appropriate maximum illuminance is 50 lux453. Also filters on showcases 
can be used when we deal with museum collections. 
 Temperature. –Relative Humidity: Temperature is a minor factor 
of deterioration (except of extreme situations), but in combination 
with the humidity can cause major damages. Lowe temperature 
                                                             
451 Kavassila K., 2004, p.22. - Very often during the conservation of a byzantine or post-byzantine 
embroidered textiles we find paper under the embroidery. 
452 NPS Museum Handbook, 2002, p.K:9 
453 NPS Museum Handbook, 2002, p.K:10-11. – Guichen Gael, “Preventive Conservation on museums: 
Lighting and conditioning control”, ICCROM Greek department, Trans. In Greek Alexiou G. et al., 
Athens 1995, p.15 
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levels do not affect objects. Moreover, controlling heat can resolve 
problems with humidity. When RH is over 65%: mold, 
condensation, deterioration of the metal threads and alternation in 
the textile structures, appear. On the other hand, when it is lower 
than 50%: the fibers get dry, making textiles (and other organic 
and hygroscopic materials) brittle. The extreme fluctuation of 
temperature and humidity causes also damages on the structure 
of the organic material (contraction or dilation of the fibers) and 
on the surfaces of the metal threads (oxidation products454) of a 
gold-embroidered textile.  
The appropriate temperature and RH levels are 18-21o C and 50 % with 
extreme range from 45% to 55%. For embroidered objects with alloys the ideal 
level would be that of 45%, though in general any stable level in the above given 
range is acceptable. Monitoring of the temperature and RH in a collection is 
crucial and helps to observe any alternation of the environment which effects 
on the objects455.   
 Air pollution. Dirt, dust and gaseous pollutants, causes damages 
and in combination with other agents accelerate deterioration. 
These products especially in combination with humidity are 
absorbed by the textile fibers disfiguring them and causing stains 
and dull their surfaces. 
 Good housekeeping, regular cleaning and protected environment 
minimize the effect.  When it comes to collections a ventilation system is 
required456.  
                                                             
454 Note that oxidation products that act as protection for the metals, causes stains and chemical 
alternation when they come in contact with the organic materials of the textile. 
455 Corr S., 2000 p. 15 -  Guichen, 1995, p. 18-19 - Jennifer Q. et al, Caring for textiles and clothing, 
Care of Collections and Taonga, A He Rauemi Resource Guide, Issue No 24, Museum of New Zealand, 
2009, p. 3. 
456 NPS Museum Handbook, 2002, p.K:11 - Corr S., 2002 p.18 - Jennifer Q. et al, 2009, p.4. 
4th Chapter: Textile Preventive Conservation. 
142 
 
 Pests. Organic materials constitute a brilliant source of food for 
insects and expansion of microbes. Protein-based materials such 
as silk and wool are infested by cloth moth. Cellulose-based 
materials such as paper, leather, linen and cotton are infested by 
silverfish, termites, cockroaches and woodworms.  Mold with the 
help of high RH and temperature, presents as stains on the textile 
surfaces causing irreversible damages in the chemical 
composition of the fibers.  
Constraining the factors that help the infestation minimizes the problem 
but sometimes professional help might be necessary. When it comes for 
collection a monitoring system is required.457.   
 Inappropriate hanging/storage/handling. During their use the 
byzantine embroidered textiles suffered mostly of mechanical 
stresses which in accordance with the object’s weight, result in 
tears and damages in the textile’s structure. Epitaphioi as 
liturgical objects in use suffer from such problems, which are 
presented especially in the parts where the mechanical stress 
concentrates, mainly on the edges and between the embroidery 
and the background textile. The weight of the embroidery usually 
holds the background textile, which most often presents severe 
losses, as it was seen in many objects of the present study. The 
same problem occurs with the inappropriate hanging on 
museums and monastery showcases. One or two points accept all 
the object’s weight, which is usually stabilized vertically with 
needles, nails etc.  In storages, due to lack of space, ecclesiastical 
embroideries are packed together with other objects (books, 
metal vessels etc.), inappropriately folded into small drawers and 
closets.  
                                                             
457 NPS Museum Handbook, 2002, p.K:12 
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The appropriate standards regarding handling, display and storing of a 
textile object, and especially church embroideries, are determined by the 
object’s needs, while more often Preventive conservation takes place before. 
Still, an appropriate storage could act as Preventive conservation itself458. 
Today the materials used for storing textiles, are characterized mainly by their 
stable chemical composition, deterring the release of noxious substances in the 
surrounding environment of the textile. Archival boxes and textiles, acid-free 
tissue papers, appropriate padded hangers, boards or supportive mannequins 
and dust covers are some of the extend list of materials used.   Monitoring and 
controlling the display’s or storage’s environment is of high importance as it 
permits us to modify the RH and temperature between the appropriate limits 
analyzed above459.  The new textiles used in contact with the object should 
always be washed in water and ionic or anionic soaps in order to remove the 
industrial finishing.  
 Older interventions/restorations. The byzantine embroideries 
most often have already receive restoration treatment during 
their life.  
There is a code of ethics on whether such an intervention is dispatched 
or remains on the object. In general if the previous intervention does not alter 
aesthetical or doesn’t create any further damage on the original materials of the 
object, usually should remain intact. But most of the times textiles bears stitches 
and patches that creates stresses, as they are worked with incompatible 
techniques and materials. Therefore it is better to be removed and the object to 
accept preventive or active conservation treatment460. An example where a later 
intervention remained after the conservation, is the overpainted body of Christ 
                                                             
458 NPS Museum Handbook, 2002, p.K:15-21 – Flecker L. A practical guide to costume mounting, 
Elsevier and V&A museum, UK, 2007, P. 12-13. Flecker. In pp.9-12 is given a very good list of the 
appropriate materials used on costume mounding as well as for storage and display.  
459NPS Museum Handbook, 2002, p. K:13-19, K:29 
460 The Venice Charter 1964, Articles 6-7. – Kousoulou T., 2012, p.517 
4th Chapter: Textile Preventive Conservation. 
144 
 
on the epitaphios of Isidoros (A17) as it is now considered to have been a 
historical element of the item461.  
 
Identification Methods and their contribution in the service of 
studying Byzantine embroidery. 
 
Science today is an essential tool in the hands both scholars and 
conservators. As analyzed above the multiplicity of gold-embroidered 
epitaphioi makes them excellent objects for studying. With the help of science 
the conservator is in position to understand and unravel the history and the 
manufacturing technology of an object and through comparative research he is 
able to extract information and conclusions upon the materials used for the 
production and even its origin. 
There is a wide range of identification methods that help reaching that 
goal. Still, which is the exact goal? First of all the conservator has to know what 
he is looking for and why. Many of the identification methods proceed with the 
extraction of a sample from the object. That means a responsible management 
of the situation, exactly because we have to “sacrifice” something from the 
original (even if it is of minimum size) to gain the information we need. So 
taking a sample is an action that need to follow international standards, 
executed by specialized personnel (experienced conservator or conservation 
scientist) and the relative permission from the Ministry of Culture. 462   
There is a series of practical and quick tests a conservator is able to 
perform in order to proceed to a first identification of the materials an object 
bears. These helps to posse the appropriate question and allow to determine 
                                                             
461 Kousoulou T., 2010. p. 5 
462 Ugbolue S. C., 2005, p.1 – Chatzidaki, 2005, p.16-17- Kousoulou T., 2010. 
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the appropriate analytical techniques needed 463. Optical464 and interference 
microscopy helps to identify the type of fiber and its structure.  The basic 
methods (distractive and non-distractive)465 that helps scientific conservation 
and scholars to gain information about textiles (and not only) are466: 
SEM/EDS: Scanning Electron Microscopy/ Energy-Dispersive Spectroscopy. 
An incident electron beam hits atoms of the sample, and in this way secondary 
and backscattered electrons are emitted from the sample surface. Give 
magnification of the object tested, up to 100000 times and 3-dimensional 
images. EDS provides additionally elemental analysis467.  
- For the identification of metal threads 
- High resolution that enables the observation of the morphology of the 
surface or the cross section of a fiber, as well as deterioration and 
alternation upon them468. Additionally the high resolution help for the 
identification of organic fibers. 
This method used to identify the metal threads of the epitaphios of 
Metropolitan Isidoros (A17). The result proves that the metal threads were 
gilded solid silver strips wound around silk thread469. With a similar method 
the metal threads of the epitaphios of Glavenica (A13) have been analyze and 
derived that some threads contained Ag (silver), Cu (copper), Si (silicon), S 
(sulphur) and Cl (clorine)and others contain also Au (gold)470. On the other 
                                                             
463  Schaffer E., 1981, pp. 119. 
464 Karatzani A., 2008, p. 411  
465 When a sample is needed for the analysis it is always considers a distractive method for 
conservators, but in this case it is meant that the sample taken is destructed in order to be 
analyzed. 
466 Balas  C. et al,  2003, pp.330-337- Ugbolue S. C., 205, p.2-6, 14-15.- Kousoulou T., 2010.- 
Jan Wouters, 1985, p. 119- Guineau B. 1989, p.38 
467 Stuart B., 2007, p.91-92. 
468 Stuart B., 2007, p.100. 
469 Kousoulou T., 2010, p.2. 
470 Stamati, 2005, p. 141. 
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hand analysis on the metal threads of the Stavroniketa (A11) and Vatopedi (A8) 
epitaphioi, resulted that they were made of Ag (silver) and Au (gold)471 
EPMA472: is a fully qualitative and quantitative method of non-destructive 
elemental analysis of micron-sized volumes at the surface of materials, with 
sensitivity at the level of ppm.  The method has been used supplementary with 
others, in order to maximize the examination of metal surfaces and in our case 
on metal threads in cross section473. 
GC: Gas Chromatography: Uses a separation technique in order to analyze 
volatile substances in the gas phase. Gives a chromatogram which shows that 
solutes that were extracted and the present quantity of each component474.   
- Identifies the color mediums 
- Identification of dyes and colorants. 
HPLC: High Liquid Chromatography. Analytical technique used for the 
separation of compounds soluble in a particular solvent. Small sample, quick, 
high resolution. First the dye that is going to be analyzed is extracted from the 
fiber with the method of Hydrolysis. The comparison with known references 
helps with the identification of the dye475. 
- Identification of dyes 
- Proteins 
- Organic material 
For example, with that technique on the red silk background of the 
epitaphios of Metroplitan Isidoros (A17), derived that was used kermes dyestuff. 
Kermes is also found in the silken threads of the Glavenica epitaphios (A13) 
along with Brazil-wood, Rubia, Indigo and others476.  Indigo was also found in 
                                                             
471 Karydis, 2014, p.126. 
472 Karatzani A., 2008, p.411 
473 Karatzani A., 2008, p.411 
474 Stuart B., 2007, p.300-301 
475 Stuart B., 2007, p.317-318. 
476 Stamati, 2005, p.143-145 
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the epitaphios of Katakouzenos (A8) and Cochineal along with other dyestuffs 
on the Stavroniketa epitaphios (A11)477. 
Raman and FT-IR: Fourier Transform Infrared Spectroscopy. Gives a frequency 
spectrum which needs to be analyzed with mathematical technique called 
Fourier transformation478. 
- Fiber identification 
- Dye identification 
- Tracing of the chemical alternation of the fibers- degradation. 
- Tracing colors. 
XRD: X-ray Diffraction. With X-rays diffracted analyzes chemical bonds and 
crystals479.   
- Dating of archaeological fibers. 
- Identification of dyestuff on textiles. 
- Degree of crystallization of the fiber. 
- Characterization of corrosion products on metals. 
XRF: X-ray Fluorescence. Measures the energy produced during the movement 
of incident electrons between levels, which is characteristic for each element. 
Non-destructive method480. 
- Identification of elemental composition of materials (metal threads).  
- Identification of provenance and manufacturing technology of metallic 
objects.  
Colourimetry. Is a secondary method (used in combination with other 
methods), used to determine the concentration of colored compounds in a 
solution and it is perceived as a three dimensional form containing lightness, 
chroma and hue. It is used to test the degree of degradation between different 
                                                             
477 Karydis, 2014, p.129. 
478 Guineau B., 1989, p. 38 - Balas C. et al, 2003, p.330- Stuart B., 2007, p.131-133, 153-154. 
479 Stuart B., 2007, p. 230. 
480Balas C. et al, 2003, p.330- Stuart B., 2007, p. 235,237. 
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spots from an object, while it also helps providing information for the new 
textile (supportive, protective cover as nylon-net) dyeing to be closer to the 
original481.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
481 Kousoulou T., 2010. p. 3 
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In the modern world, Epitaphioi constitute liturgical textiles in the 
service of the Orthodox Church. Their function, as well as their iconography, is 
the result of a long-term evolution. Byzantine ecclesiastical textiles and 
vestment are currently preserved as parts of important collections in museums 
and monasteries worldwide, highlighting their importance during their period 
of use in the past.  Epitaphioi and other ecclesiastical “gifts” and “offerings” in 
general were exploited as significant means of influence in the diplomatic field; 
sometimes these gifts were influencing facts and political developments, when 
diplomacy during the period of the Byzantine Empire played a vital role in the 
cross-cultural political relations among Constantinople, its neighbors and the 
Black Sea. The use of Epitaphioi as diplomatic gifts, served as a catalyst for the 
spreading and distribution of these high-quality textiles, reaching locations 
where the production of gold-embroidered with liturgical depictions textiles, 
emerged for the first time in history.  
In the same vein, various materials, techniques and stylistic trends 
travelled from Constantinople across all of the Empire. People of different 
cultural backgrounds came in contact with the Byzantine embroidery, 
integrating elements over their artifacts. The circulation of the similarly applied 
iconography and techniques observed on Epitaphioi that were produced – 
perhaps in various locations – instigates us to point out the close relations and 
the strong influence Byzantine Empire held upon its subjects; Christianity and 
the strong image of the Emperors, affecting every aspect of Byzantines’ life and 
in particular arts, are elements often and clearly illustrated upon Epitaphioi. 
 The theological context that Epitaphioi bore evolved gradually, 
following the developments of the liturgical processions of the Orthodox 
Church. The notions of the Eucharistic and eschatological references, perfectly 
illustrated symbolically or more narrative by the iconography, served as the 
link between the divine and the faithful.  
5. Epilogue. 
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The epigraphs that Epitaphioi bear are a vital source of information 
about their patrons and the origins of such items, which are mainly 
characterized by the anonymity of their creator. Common techniques and 
similar materials used on Epitaphioi, found in many different places, constitute 
for the modern research and science the tools for further investigation and 
study. The help of hard science in conservation and archaeology has been 
proved an excellent tool for the identification and study of Byzantine textiles. 
Through comparative research we are currently able to determine common 
origin of techniques and materials, assisting us to get closer to the truth about 
objects like Epitaphioi. 
In any case, the glory of Byzantine embroidery, illustrated by the 
Epitaphioi presented and critically analyzed in this study, seems to have been 
expressing the religious notions of those times and the artistic tendencies. This 
eventually led to strengthening the ties between nations that shared 
Christianity as their common religion and social reference.
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7. APPENDIX I-ADDITIONAL ILLUSTRATIONS-TABLETS 
 
 
 
 
 
6.1 The Annunciation silk of 
Vatican, 8th-9th c. - photo source: 
http://www.metmuseum.org/exhibitio
ns/view?exhibitionId={60853040-AE7E-
4162-8FA7-
525505D6B633}&oid=477526&pkgids=
186&pg=4&rpp=40&pos=140&ft=* 
6.2 The Nativity silk of Vatican, 8th-9th 
c. - photo source: 
http://artquill.blogspot.gr/2014/01/timeli
nes-of-fabrics-dyes-and-other.html  
 
 
6.3 Depiction of winged lions from 
the period of Porpherogenitous, 
National  museum of Ravenna. 
-photo source: Theochari, 1994, p.31, 
image 14. 
6.4 Depiction of the procession of the 
Great Entrance where the aer-
epitaphios is carried by the deacons. 
Monastery of Dochiarion in Mount 
Athos, 16th c. - photo source: Millet, 
1927-plate 218.2. 
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6. 5 Front and bac of the Vatican Sakkos. -photo source: 
https://gr.pinterest.com/pin/482377810058187703/ 
 
6.6 Border decorative motifs given by Theochari: 1. Thessaloniki epitaphios 
(A1), 2.Pantokrator epitaphios (A8) 3. Milutin Uros epitaphios (A3), Achrid 
epitaphios (B1) 5. Aer Chilandari (Fig.6.9 Melismos)  6. Poutna epitaphios 
(C6)   7. Vatican Sakkos (Fig.6.5), 8. Chilandari 1 epitaphios (A6). - photo 
source: Theochari, 1974, p.225. 
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6.7 Communion of the Apostles 
(top) and Concelebrating Fathers 
(bottom). 
Fresco in the bema of the Church of 
the Virgin Peribleptos (now the 
Church of St. 
Clement), Achrid. 1295-photo 
source: Betancourt R., p.495. 
6.8 Fresco from the Church of the 
Virgin Peribleptos (now the Church of 
St. 
Clement),  Achrid. -photo source: 
https://gr.pinterest.com/pin/3191926
92319358099/ 
 
 
 
6.9 Aer- Melismos, Chilandari 
monastery, 15th c. - photo source:  
Bogdanovic, 1978, plate 104. -photo 
source: Bogdanovic D., 1978, p.127. 
6.10 The Aër-Epitaphios at the Patmos 
Monastery (Patmos 2), Dimensions: 
125 x 80 cm. Chronology: Second half 
of the 15th century. Present location: 
The Monastery of Saint John the 
Theologian and Evangelist, Patmos, 
Greece. -photo source:  
Theochari M., 1988, p.202 
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6.11 Maria of Mangop tomb 
cover.1476-7 Putna monastery. - 
photo source:  
http://www.putna.ro/Acoperamant-
mormant-s3-ss1-c4-cc1.php 
6.12 Communion veil- distribution of 
the Bread, 1481, Putna monastery. - 
photo source: 
http://www.putna.ro/eng/Epitafuri-s3-
ss1-c1-eng.php  
 
6.13 Communion veil- distribution of the Wine, 1481, Putna monastery. 
- photo source: http://www.putna.ro/eng/Epitafuri-s3-ss1-c1-eng.php 
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1ST TIMETABLE- Byzantine Emperors. 
 (Source: http://www.metmuseum.org/toah/hd/byru/hd_byru.htm):  
EMPEROR REIGN 
                                       Early Byzantium Emperors 
Constantine I the Great 324–37 
Constantios (Constantius) II 337–61 
Julian 361–63 
Jovian  363–64 
Valens 364–78 
Theodosios (Theodosius) I 379–95 
Arkadios (Arcadius) 395–408 
Theodosios (Theodosius) II 408–50 
Marcian 450–57 
Leo I 457–74 
Leo II 474 
Zeno 474–75 
Basiliscos (Basiliscus) 475–76 
Zeno (again) 476–91 
Anastasios (Anastasius) I 491–518 
Justin I 518–27 
Justinian I the Great 527–65 
Justin II 565–78 
Tiberios II Constantinos (Tiberius II Constantinus) 578–82 
Maurice 582–602 
Phokas (Phocas) I 602–10 
Herakleios (Heraclius) 610–41 
Constantine III and Herakleonas (Heracleonas) 641 
Herakleonas (Heracleonas) 641 
Constans II 641–68 
Constantine IV 668–85 
Justinian II (first reign) 685–95 
Leontios (Leontius) 695–98 
Tiberios (Tiberius) III 698–705 
Justinian II (second reign) 705–11 
Philippicos (Philippicus) 711–13 
Anastasios (Anastasius) II 713–15 
Theodosios (Theodosius) III 715–17 
Leo III 717–41 
Constantine V 741–75 
Leo IV 775–80 
Constantine VI 780–97 
Irene 797–802 
Nikephoros (Nicephorus) I 802–11 
Stauracios (Stauracius) 811 
Michael I Rangabe 811–13 
Leo V 813–20 
Michael II 820–29 
Theophilos (Theophilus) 829–42 
Michael III 842–67 
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Middle Byzantium Emperors 
Basil I, the Macedonian 867–86 
Leo VI, the Wise 886–912 
Alexander 912–13 
Constantine VII Porphyrogennetos (Porphyrogenitus) 913–59 
Romanos I Lekapenos (Romanus I Lecapenos) 920–44 
Romanos (Romanus) II 959–63 
Nikephoros II Phokas (Nicephorus II Phocas) 963–69 
John I Tzimiskes (Tzimisces) 969–76 
Basil II 976–1025 
Constantine VIII 1025–28 
Romanos III Argyros (Romanus III Argyrus) 1028–34 
Michael IV 1034–41 
Michael V 1041–42 
Zoë and Theodora 1042 
Constantine IX Monomachos (Monomachus) 1042–55 
Theodora(again) 1055–56 
Michael VI 1056–57 
Isaac I Komnenos (Comnenus) 1057–59 
Constantine X Doukas (Ducas) 1059–67 
Romanos (Romanus) IV Diogenes 1068–71 
Michael VII Doukas (Ducas) 1071–78 
Nikephoros (Nicephorus) III Botaneiates 1078–81 
Alexios I Komnenos (Alexius I Comnenus) 1081–1118 
John II Komnenos (Comnenus) 1118–43 
Manuel I Komnenos (Comnenus) 1143–80 
Alexios II Komnenos (Alexius II Comnenus) 1181–83 
Andronikos I Komnenos (Andronicus I Comnenos) 1183–85 
Isaac II Angelos (Angelus) 1185–95 
Alexios III Angelos (Alexius III Angelus) 1195–1203 
Isaac II (again) and Alexios IV Angelos (Alexius IV Angelus) 1203–4 
Alexios V Murtzuphlos (Alexius V Murtzuphlus) 1204 
Nicaean Emperors 
Theodore I Laskaris (Lascaris) 1204–22 
John III Doukas (Ducas) Vatatzes 1222–54 
Theodore II Laskaris (Lascaris) 1254–58 
John IV Laskaris (Lascaris) 1258–61 
Late Byzantium Emperors—The Palaiologoi 
Michael VIII Palaiologos (Palaeologus) 1259–82 
Andronikos II Palaiologos (Andronicus II Palaeologus) 1282–1328 
Andronikos III Palaiologos (Andronicus III Palaeologus) 1328–41 
John V Palaiologos (Palaeologus) 1341–91 
John VI Kantakouzenos (Cantacuzenus) 1347–54 
Andronikos IV Palaiologos (Andronicus IV Palaeologus) 1376–79 
John VII Palaiologos (Palaeologus) 1390 
Manuel II Palaiologos (Palaeologus) 1391–1425 
John VIII Palaiologos (Palaeologus) 1425–48 
Constantine XI Palaiologos 1449–1453 
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2ND TIMETABLE 
(Source: Kalamara P., 2007, p, 54-58.) 
DATE EVENT 
330 Constantine the great brings the capital of the empire in 
Constantinople. 
358 Constantine imposed fine to anyone that takes away a labor 
from a state workshop. 
369 Law that prohibits individuals to produce silk textiles. 
380 Christianity becomes the official faith of the state. 
383 Purple dye used only in some silk or wool fabrics that destined 
for the Emperor, by law. 
395 Separation of the Empire in East and West Roman state. 
406 The use of silk fabrics is a privilege only for the Emperor, by law. 
424 A law by Theodosius II says that the use of purple silks destined 
only for the Emperor and his court. 
426 Law concerning labors that wanted to leave the imperial 
workshops had to find a suitable technician to replace himself. 
Although Family and descendants continued to be committed to 
the Emperors workshops.  
500 Comes Commerciorum is replaced by the komerkiarioi who were 
in charge of the silk imports coming from the East borders of the 
state. 
527-565 Justinian’s reign. Silkworms and production technique makes 
their appearance n Byzantium. At this time women are allowed 
to wear purple silks. 
Early 7th c. Komerkiarioi makes their appearance in many different locations 
around the Empire. 
610-641 Heraklio’s reign. Silk garment produced in Constantinople bares 
his monogram and it is now kept in Liege. 
614 Persians takes over Jerousalem. 
642 Alexandria falls in the hands of the Arabs. 
717-820 Isaurian’s dynasty. 
730 There is only one kormerkiarios in Constantinople 
726-843 Iconoclasm 
754 The depiction of ecclesiastical scenes are forbidden also for the 
textiles.  
Early 9thc. The kommerciarios is emperor’s in the port and have the 
obligation to get the taxes. 
867 First Church Schism.  
867-1056 Macedonian dynasty. 
886-912 Leo’s reign. Fine is imposed to anyone corrupts a labor or takes 
away slaves from the imperial textile workshops. 
921-1025  The famous purple silk “ examita” textiles are being created in 
the imperial workshops, which bares the names of the 
Emperors, Romanos and Christophoros, Vasilios and 
Constantinos. 
1054 Final schism between East and West church. 
1081-1185 Komnenian Dynasty. 
1082 Granting trade privileges to the Venetians.  
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1146 King Rogiros II captures technicians of the silk workshops from 
Thebes, Athena and Corinth, and transfers them in Palermo Sicily 
in order to reorganize the weaving production of his state. 
1169 Granting trade privileges to the Genoese. 
1204 Crusaders of the 4th Crusade, occupy Constantinople. 
1204 Theodore Laskaris establishes the Empire of Neace. 
1259-1453 Palaiologoi Dynasty. 
1261 Michael Palaiologos regains Constantinople. 
1354 Ottomans debarks for the first time in in European soil. 
1430 Turks occupies Thessaloniki. 
Early 15th c.  Textiles from the Western Europe are being imported to 
Mystras. Female burial reveals silks that presumably coms from 
Italy or Spain.  
1439 In Florence declared the reunite of the Churches but it’s been 
rejected.  
1453 Fall of Constantinople. 
1460 Fall of Mystras. 
1461 Turks occupy Trabzon. Final catalysis of Byzantine state. 
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8. APPENDIX II – TERMINOLOGY 
Asphodel flour: Asphodel was for the ancient Greeks the flower of the dead, 
as they believed that there were lands with those flowers in the Underworld. 
In the Byzantine period they desiccated the condyles made flour out of them 
and mixed it with water in order to produce a strong glue. 
B razil-wood: Caesalpinia echinata is a species of Brazilian timber tree. From 
its wood is produced a red dye called brazilin, which oxidizes to brazilini 
(Brazil-wood). 
Ciborium: In architecture ciborium was a canopy supported by columns, 
freestanding in the sanctuary. 
Cochineal: Is a scale insect from which is derived the natural dye carmine.  
Condensation: occurs when warm air meets a cold surface causing the air at 
the point of contact to rapidly cool and release moisture so it turns from the 
gaseous form into liquid.  
Encheirion: (εγχείριον), a rectangular piece of soft material, embroidered 
with gold thread that was worn as a vestment by a bishop over his sticharion. 
Ephod: (Old Testament) an embroidered vestment believed to resemble an 
apron with shoulder straps, worn by priests in ancient Israel. 
Exapteryga: Type of liturgical textile (usually embroidered) in the form of a 
flag or a pennon depicting Cherubim.  
Endyti: Altar cloth.  
Gemisma: Filling technique that used in embroidery, where usually thick 
and soft cotton threads were laid under the metal threads in order to create a 
raised relief.  
Indigo: Natural blue dye which derives from the plant Indigofera tinctoria. 
 Isnafi: Turkish word coming from the word esnaf, which means the circle of 
the people of the same profession or artists of the same kind, organized in a 
guild. 
K ermes: Red dyestuff which comes from the dried bodies of the females of 
scale insect in the genus Kermes, primarily Kermes vermilio. Used as 
substitute for the expensive purple dye especially after the Fall of 
Constantinople.  
Kommerkiarioi: Were the successors of the “comes commerciorum”, who 
controlled the trade around the borders in the lte Roman period. 
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Podea:  A textile which hung bellow the icon. Usually it was decorated with 
a similar to the icon subject as a gesture of honor.  
  
Polystaurion phelonion:  Phelonion is a priestly over-vestment, which 
resembles a tunic. In the Byzantine period the bishop’s phelonion was 
decorated with crosses in its entire surface and so it was called pollystaurion 
= many crosses.  
Promissio: Treaty 
Ramma: Strong cotton thread used in embroidery for the stabilization of the 
metal threads on the reverse of the background. 
Relative Humidity: is the actual amount of moisture in the air at a given 
temperature relative to the total amount of moisture the air could hold at that 
temperature, and is expressed (%) as a percentage of the maximum humidity. 
Rhipidia: Initially were fabrics that the deacons held in order to repel insects 
during the procession of the Great Entrance. They involved into the 
exapteryga we know today. 
Rubia: Flowering plant. Its roots contains an organic compound called 
Alizarin from which is extracted the dyestuff called Rubia or Rose madder.   
Sakkos: A tunic-like vestment worn by the bishop. During the middle ages it 
was only worn by the patriarch. 
Stiches: 
Chain: sewing and embroidery technique in which a series of looped 
stitches form a chain-like pattern. 
Couching: technique for attaching a length of thread to a base fabric 
by taking tiny stitches over it at regular intervals. 
Split: Each stitch splits the previous stitch in half by both length and 
width creating a chain-like result.  
Sviatoslav: Prince of Kiev (942-972) son of Igor of Kiev. Known for his 
campaigns in the south and east, responsible for the fall of Khazaria and the 
First Bulgarian Empire. He also defeated numerous Slavic tribes, the Alans 
and tried to conquer the Volga Bulgars. 
Tankentzides: Coming from the Turkish word takim which means a 
functional assemble. Takentzides where those who embroider the high-
quality textiles of a household.  
Tapestry weaving: Tapestry is weft-faced weaving, in which all the warp 
threads are hidden in the completed work. 
Thrones: Πολύόμματα: Multi-eyed winged figures. Allegoric figures of 
cherubim. The term throne used as the angelic battalion constitutes the 
Throne of the Lord. 
Vornikos: Judge of the imperial court, magistrate. 
Voivode: Slavic title that originally meant the military principal commander.
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